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Abstract:
This	is	a	documentation	of	ascending	cadence	gestures	in	some	260	songs	and	dances	
from	the	British	Isles,	taken	from	eighteenth	and	nineteenth	century	sources,	with	
some	emphasis	on	collections	for	practical	use	published	between	about	1770	and	1820	
and	on	the	later	ethnographic	collections	of	P.	W.	Joyce	and	the	anthology	of	Francis	
O’Neill.
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Introduction										
	
This	is	a	documentation	of	ascending	cadence	gestures	in	over	260	songs	and	dances	from	the	
British	Isles,	taken	from	eighteenth	and	nineteenth	century	sources,	with	some	emphasis	on	
collections	for	practical	use	published	between	about	1770	and	1820	as	well	as	the	later	
ethnographic	collections	of	P.	W.	Joyce	and	the	anthology	of	Francis	O’Neill.
In	previous	essays,	I	have	documented	such	gestures	in	two	major	seventeenth-century	
sources:	Michael	Praetorius’s	Terpsichore	(1612)	and	John	Playford’s	The	English	Dancing	Master	
(ﬁrst	edition	1651).	In	the	later	eighteenth	century,	an	important	collection	is	the	several	yearly	
manuscripts	of	contredanses	for	use	in	the	Danish	court	(Johan	Bülow,	1773	ﬀ.).	From	the	
nineteenth	century,	I	have	discussed	the	waltzes	of	Schubert	multiple	times	and	written	an	
essay	on	ascending	patterns	in	the	polka	(very	popular	from	the	early	1840s	on,	though,	unlike	
the	waltz,	it	rarely	found	its	way	into	sonatas	or	symphonies).	
It	seems	clear	from	these	published,	arranged,	or	transcribed	sources	that	rising	ﬁgures	in	the	
cadence,	whether	or	not	attached	to	clearly	deﬁnable	focal	notes,	were	a	consistent	part	of	
musical	practice	in	Europe	for	well	over	two	centuries.	
Although	they	were	also	present	in	seventeenth	and	early	eighteenth-century	French	keyboard	
music,	it	would	seem—as	I	have	suggested	elsewhere—that	the	force	of	popular	Italian	clichés,	
those	that	have	been	conﬁrmed	by	scholars	of	the	Neapolitan	partimenti	tradition,	suppressed	
rising	cadence	gestures	in	what	we	now	call	concert	music	throughout	most	of	the	eighteenth	
century.1	The	universalizing	of	those	clichés	in	nineteenth	and	twentieth	century	pedagogical	
music	theories	made	it	all	the	more	diﬃcult	to	locate	the	exceptions	and	to	see	that,	once	the	
partimenti	tradition	died	out	(roughly	about	1830),	rising	cadences	found	a	regular	place	in	
nineteenth	century	concert	and	theatre	music,	including,	foremost,	in	opera,	ballet,	and	
operetta,	at	ﬁrst	in	France	(mainly	opéra	comique,	opéra	bouﬀe),	then	later	in	Vienna	
(operetta),	and	eventually	in	the	United	States	(operetta,	musical).	
	
The	common	threads	in	the	music	presented	here	are	(1)	that	they	come	from	sources	in	the	
British	Isles,	especially	Scotland	and	Ireland;2	and	(2)	that	they	represent	music	for	practical	use	
in	the	social	environments	of	song	and	dance.	Most,	however,	reﬂect	actual	music-making	only	
in	a	rudimentary	way	--	the	published	notes	were	sources	for	performance,	to	be	sure,	but	their	
closest	contemporary	equivalent	would	be	a	lead	sheet.	There	are	also	some	ethnographic	
transcriptions—mainly	in	P.	W.	Joyce’s	two	volumes	but	also	possibly	in	the	collections	from	the	
Highland	Music	Trust	site—but	helpful	as	these	are	they	can	be	like	the	ﬁrst	verse	of	a	strophic	
British Isles Dance and Song, p. 17
1	The	two	principal	works	in	this	literature	are	Robert	O.	Gjerdingen,	Music	in	the	Galant	Style:	.	.	.		New	
York:	Oxford	University	Press,	2007;	and	Giorgio	Sanguinetti,	The	Art	of	Partimento:	History,	Theory,	and	
Practice.	New	York:	Oxford	University	Press	,	2012.
2	The	exception	is	O’Neill’s	anthology,	which	was	published	in	Chicago,	but	its	own	sources	are	clearly	
Irish	immigrants	or	Irish-Americans	with	ﬁrst-hand	knowledge	of	the	repertoire	and	performance	
traditions.
song,	a	cameo	of	a	performance	rather	than	its	full	reproduction.	This	point	is	of	particular	
interest	to	me,	because	it	is	very	easy	for	a	ﬁddler	or	ﬂautist	to	turn	a	descending	cadence	into	
a	rising	one—I	have	shown	evidence	of	this	in	a	published	variation	set	by	the	seventeenth	
century	Dutch	ﬂautist	Jacob	van	Eyck	(link).	To	what	extent	rising	gestures	were	a	part	of	the	
improvisational	repertoire	of	devices	is	now	impossible	to	determine,	of	course,	but	I	suspect	
they	had	some	role,	as	the	well	over	two	hundred	hints	in	the	printed	or	transcribed	sources	
here	suggest.
As	to	the	sequence	of	the	tunes,	I	ruled	out	a	chronological	scheme	by	publication	year	
because	it	would	give	a	false	and	largely	useless	picture.	A	simple	example	will	suﬃce	to	
demonstrate	the	problem:	In	P.	W.	Joyce’s	volumes,	it	is	common	to	ﬁnd	him	note	that	an	
elderly	person	gave	him	a	tune	remembered	from	childhood	but	that	person	also	observed	
that	it	was	old	then.	An	arrangement	by	topic—simple	rising	lines,	variant	ﬁgures	with	^8,	etc.
—as	I	have	done	in	one	or	two	previous	instances	and	in	the	sample	series	posted	on	my	
Ascending	Cadence	Gestures	blog	(link),	would	not	work	as	well	here;	it	would	be	undermined	
by	the	subtle	variations	and	overlapping	patterns	that	make	little	enough	diﬀerence	when	you	
are	discussing	a	dozen	tunes	but	become	hopelessly	unwieldy	when	the	number	becomes	as	
large	as	it	has.	
As	my	main	purpose	is	documentation—simply	to	demonstrate	the	burden	of	this	number	of	
pieces—the	default	alphabetical	sequence	I	have	settled	on	is	suﬃcient.	
In	my	“Celtic	series”	on	the	Ascending	Cadence	Gestures	blog,	I	do	distinguish	four	categories,	
which	the	reader	may	wish	to	keep	in	mind	when	examining	examples	here:	
(1)	simple	examples	of	rising	lines,	with	appropriate	focal	tones;	
(2)	play	of	registers	common	in—and	congenial	to—the	violin;	
(3)	"long"	cadences	where	the	lower	and	upper	registers	are	connected	by	a	stepwise	
sequence;	
(4)	modal	tunes,	or	tunes	showing	a	modal	heritage.
Here	are	examples	of	each.	Go	to	the	item	entry	for	commentary.
(1)	“The	Nabob”
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(2)	“The	Bonnie	Boy”
(3)	“Lady	Binning’s	Strathspey”
(4)	“The	Oyster	Wives’	Rant”		(ﬁrst	strain	only)
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The	amount	of	commentary	or	in-score	annotation	varies	considerably.	In		third	to	perhaps	as	
many	as	half	the	items	there	is	none	at	all,	as	the	ﬁgures	involved	are	obvious,	or	the	example	
repeats	ﬁgures	seen	in	many	other	instances.	I	have	reproduced	some	texts	and	analytic	
ﬁgures	from	earlier	essays	and	blog	posts:	these	are	pieces	that	were	found	in	Thomas	Davis,	
24	Country	Dances	(1748),	Straight	&	Skillern,	204	Country	Dances	(~1775),	several	volumes	
published	by	Button	and	Whitaker	(1808-1815?),	and	Frank	Kidson’s	Old	English	Country	
Dances	(1890).
	A	number	of	caveats	must	be	registered.	
The	sources	are	of	all	sorts,	ranging	from	published	commercial	products	to	ethnographic	
transcriptions.	The	quality	of	scans	and	style	of	notation	vary	greatly,	as	one	would	expect	
given	the	diﬀerent	sources.	I	have	cleaned	up	graphics	as	well	as	possible,	within	reason,	but	
because	of	the	various	manipulations	needed,	some	artifacts	will	undoubtedly	remain.
	I	have	included	a	very	small	number	of	pieces—”Favorite	Styrian	Air”	and	the	like—that	are	
obviously	not	Scotch	or	Irish	folk	melodies	or	ﬁddle	tunes.	These	come	from	commercial	
anthologies	like	Koehler’s	Violin	Repository	and	Alexander’s	Scrapbook.	I	include	them	because	I	
have	not	found	them	elsewhere	and	they	ﬁt	the	pitch	design	requirements	for	this	document.
I	assume	that	most	of	the	bass-clef	accompaniments	are	additions	to	commercial	publications.	
This	is	historically	a	repertoire	of	song,	ﬁddle,	and	ﬂute;	the	most	likely	more	complex	
accompaniment	before	the	mid-nineteenth	century	would	be	harp	or	pipes	(or,	yes,	a	piano	in	
an	upper-middle	class	household).	In	general,	when	assessing	the	tunes,	I	ignore	the	bass,	
which	can	sometimes	be	quite	crude	from	a	voiceleading	standpoint—the	eighteenth-century	
style	single-note	basses	(as	if	for	continuo	realization)	are	generally	much	better	than	the	
nineteenth	century	accompaniments.
I	have	made	no	attempt	to	verify	or	cross-reference	titles	or	tunes.	Titles	are	as	given	in	my	
sources;	tunes,	of	course,	appear	in	facsimile.
The	examples	include	a	range	of	melodic	designs.	Only	the	simplest	ascending	cadence	
gestures	linked	to	clearly	deﬁned	focal	tones	can	be	expected	to	ﬁt	a	textbook	Schenkerian	
model.	As	I	wrote	in	the	introduction	to	my	essay	on	waltzes	by	Josef	Lanner	(see	bibliography	
for	a	link):
	 In	this	and	other	essays,	a	broader	range	of	examples	was	made	possible	in	part	
because	the	selection	was	not	so	constrained	by	abstract	Schenkerian	background	
models	and	their	idealist	voice	leading.	The	result	is	a	much	better	picture	of	musical	
practices	over	the	several	centuries	separating	16th-century	bicinia	(two-voice	pieces	
mainly	for	pedagogical	use)	from	nineteenth	century	waltzes,	polkas,	and	other	
instrumental	and	vocal	compositions.
With	regard	to	cadences,	the	clichéd	patterns	in	European	concert	music	through	most	of	the	
eighteenth	and	nineteenth	centuries	create	a	similarly	limited	set	of	expectations	for	the	
analyst/interpreter.	But	the	range	of	repertoire	and	performance	traditions	represented	in	the	
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tunes	gathered	here	is	clearly	not	so	constrained,	which	in	practice	has	meant	that	assessing	a	
cadence	gesture	is	often	as	much	work	as	it	is	for	any	other	segment	of	the	piece.
I	make	use	of	(at	least)	the	following	ﬁgure	types	for	larger	dimensions	of	a	piece:
1. Lines	(all	of	these,	when	clearly	expressed,	would	fall	under	category	1	above)
1. A	unidirectional	line	with	focal	tone	and	cadence,	in	most	cases	as	^5-^6-^7-^8.
1. A	“primitive	line”	^5-^7-^8
2. An	“expanded	line”	^3-^4-^5-^6-^7-^8	or	even	^1-^2-^3-^4-^5-^6-^7-^8.	I	have	
always	considered	these	to	be	very	rare,	but	plausible	instances	do	occur.
2. A	“mirror	Urlinie”	that	descends	from	^8	before	returning	upward,	or	^8-^7-^6-^5-
^6-^7-^8.
3. An	Urnachbar	(no,	I’m	not	serious	about	that	term!),	a	neighbor	ﬁgure	that	connects	
to	a	focal	tone	^8,	either	as	^8-^7-^8,	or	^8-^7-^9-^8,	ro	^8-^9-^7-^8.	
2. Linear	pairings	(relevant	to	categories	1-3,	but	especially	to	n2)
1. A	rising	ﬁgure,	as	above,	with	an	interior	voice	that	is	balanced	(or	nearly	balanced)	
against	it.	This	is	based	on	what	I	have	called	the	“three-part	Ursatz.”
2. Inversion	of	the	above,	where	a	rising	interior	voice	is	balanced	(or	nearly	balanced)	
against	a	descending	upper	voice.
3. Tonal	spaces	(particularly	relevant	to	category	2,	though	also	to	3)
1. The	proto-background,	with	available	transformations
4. Patterns	of	progression
1. Beginning-bias
2. Balance	between	beginning	and	end
3. Shifting	patterns
To	1	&	2:	Rather	than	“line”	in	the	traditional	Schenkerian	sense,	I	think	of	focal	tones	plus	
cadence	gestures	at	the	most	abstract	level	(that	being	the	one	covering	an	entire	piece	with	a	
single	ﬁgure).	I	prefer	“focal	tone”	or	“focal	note”	to	“head	tone,”	“Kopfton,”	or	“fundamental	
tone,”	all	of	which	are	not	only	ugly-sounding	words	but	misleading:	“head	tone”	is	a	literal	
translation	of	“Kopfton,”	but	is	vague	at	best;	“Kopf”	does	mean	head—as	in	the	head	of	a	
person—but	it	also	carries	the	broader	sense	of	expressions	like	“to	sit	at	the	head	of”	and	so	
“controlling	tone,”	“primary	tone,”	or	the	like	would	be	better.	But	that	is	also	theoretically	
problematic,	as	the	undirectional	Urlinie	is	a	unitary	construct:	it	is	a	3-line	or	a	5-line,	not	a	
note	plus	others	that	follow	from	it.	Despite	coining	the	term	“Kopfton,”	Schenker	makes	the	
hierarchy	of	pitch	design	stop	here	(in	the	Urlinie/Ursatz,	that	is),	but	there	is	no	obvious	
reason	why	it	should:	it	could	just	as	well	be	“turtles	all	the	way	down.”	(Actually,	the	
Schenkerian	hierarchy	goes	abstract	at	this	point:	from	the	Urlinie	to	the	genius	to	God.)	
Nevertheless,	almost	all	Schenkerian	interpreters	assume	that	the	usual	case	is	a	single	focal	
tone	that	appears	at	or	near	the	beginning	of	a	piece	and	is	prolonged	across	most	of	it	till	the	
structural	cadence	intervenes.	That	seems	to	me	a	practical	beginning	point	for	interpretive	
work:	focal	tone	plus	closing	cadence	gesture.	
To	1-3:	Both	focal	tone	and	cadence	can	be	presented	simply	or	in	more	complex	ways.	The	
focal	tone	may	be	clearly	presented	at	the	outset	and	then	reinforced	throughout	till	the	
cadence	--	that’s	the	extreme	case.	Or	other	tonic-triad	tones	can	be	given	various	kinds	of	
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emphasis	(the	simplest	being	the	isolated	cover	tone).	Thus,	(1)	one	needs	to	assess	the	
balance	between	the	several	deﬁned	tones;	(2)	in	the	case	of	equal	weight	at	the	beginning,	a	
tonal	space	[what	I	call	a	proto-background;	or	potential	proto-background,	at	least]	may	be	
formed;	(3)	at	the	other	extreme,	the	events	of	the	piece	may	not	allow	the	musically	
convincing	deﬁnition	of	a	focal	tone,	in	which	case	the	complex	design	itself	has	priority	and	it	
should	be	mapped	instead,	regardless	of	whether	any	single	thing	(or	anything	at	all)	is	
attached	to	the	cadence.	I	hardly	need	add	that	assessing	balance	is	an	art	rather	than	a	
science,	interpretation	rather	than	analysis	in	the	traditional	sense	of	the	term	(the	sense	that	
has	been	largely	lost	in	music	theory).	To	this	I	will	quote	Schoenberg,	who,	in	this	passage,	
sounds	very	much	like	Schenker	with	respect	to	tension	and	delay	and	also	very	much	like	the	
literary	New	Critics	with	respect	to	those	and	to	the	idea	of	balance:	“Schoenberg	writes:		
Every	tone	which	is	added	to	a	beginning	tone	makes	the	meaning	of	that	tone	doubtful.	.	.	.	In	
this	manner	there	is	produced	a	state	of	unrest,	of	imbalance	which	grows	throughout	most	of	
the	piece,	and	is	enforced	further	by	similar	functions	of	the	rhythm.	The	method	by	which	
balance	is	restored	seems	to	me	the	real	idea	of	the	composition.”3
With	respect	to	cadences,	a	direct,	step-by-step	motion	is	of	course	the	simplest.	Cadences,	
however,	have	historically	been	places	for	ornamentation	and	for	exaggerated	expressive	
gestures.	More	complex	motions	and	ﬁgures	that	move	deeper	into	the	interior	of	the	piece	
are	not	uncommon.
To	4:		the	ﬁrst	two	of	these	(beginning	bias,	and	beginning-end	attention)	are,	course,	general	
assumptions	that	underly	most	readings.	The	third	is	of	interest	because	it	seems	particularly	
relevant	to	the	repertoires	studied	here.	Contrast	between	strains	is	a	common	expressive	
feature,	and	that	contrast	is	sometimes	managed	motivically	(rarely,	however,	rhythmically)	
but	at	least	as	often	registrally:	the	secondary	register	of	the	ﬁrst	strain	is	touched	on	and	
emphasized	to	begin	the	second	strain.	Reading	the	relation	of	that	eﬀect	to	the	subsequent	
cadence	can	become	a	matter	of	subtle	assessment.
Postscript:	In	a	separate	ﬁle	titled	English,	Scotch,	and	Irish	Dance	and	Song:	Supplement	and	
also	published	on	Texas	Scholar	Works,	I	have	gathered	another	~40	examples	found	in	ﬁles	
downloaded	on	2	May	2017.	These	were	the	coincidental	result	of	a	search	for	more	
information	on	Nathaniel	Gow,	the	son	of	the	famous	Scottish	ﬁddler	Niel	Gow.	Here	is	a	list	of	
the	sources	for	those	items.
Nathanial	Gow.	Gow's	Repository	of	the	Dance	Music	of	Scotland.	4	Volumes.	1799	(Part	1),	
1802	(Part	2),	1806	(Part	3),	1817	(Part	4).	Edinburgh:	Robert	Purdie,	n.d.	(Parts	1-3);	
Edinburgh:	for	the	Proprietors,	n.d.[1817]	(Part	4)
William	Napier.	A	Selection	of	Original	Scots	Songs	in	Three	Parts,	the	Harmony	by	Haydn.	
Published	in	London	by	William	Napier	as	Vols.2-3	(Napier's	Volume	1	was	not	arranged	by	
Haydn).	Vol.2	contains	100	songs,	Vol.3	contains	50.		1972-1795.
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3	Arnold	Schoenberg,	"New	Music,	Outmoded	Music,	Style	and	Idea,”	in	Style	and	ldea,	ed.	Leonard	
Stein,	trans.	Leo	Black		(Berkeley:	University	of	California	Press,	1984),	123.
James	Oswald.	The	Caledonian	Pocket	Companion	in	6	Volumes,	containing	all	the	Favourite	
Scotch	Tunes	with	their	Variations	for	the	German	Flute	with	an	index	to	the	whole.	12	Books.	
London,	~1750.
George	Thomson.	A	Select	Collection	of	Original	Irish	Airs	for	the	Voice	united	to	characteristic	
English	poetry	written	for	this	work	with	symphonies	&	accompaniments	for	the	piano	forte,	
violin,	&	violoncello,	composed	by	Beethoven.	60	songs	in	three	volumes.	London:	Preston,	
1814,	1816;	Edinburgh:	G.	Thomson,	1814,	1816.
Johann	Rudolf	Wyss	and	Gottlieb	Jakob	Kuhn.	Sammlung	von	Schweizer-Kühreihen	und	
Volksliedern.	Bern:	J.	J.	Burgdorfer,	1818.
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Scores
The	29th	of	May	 (Kidson)	
One	example	in	the	
"Kidson"	series	from	the	
Ascending	Cadence	
Gestures	blog--these	are	
melodies	from	Frank	
Kidson's	Old	English	
Country	Dances	(1890).	He	
calls	this	"an	exceedingly	
ﬁne	and	marked	air	of	
Charles	the	Second's	
time."	It	appears	in	the	
1686	edition	of	Playford	
"and	is	continued	through	
the	later	editions."
The	ﬁrst	phrase	has	a	clearly	deﬁned	descent	pattern,	with	a	marked	registral	shift	in	the	
closing	arpeggio	(what	obviously	must	be	F#5	is	actually	given	as	F#4).
																				
In	the	second	section,	an	single	rising	line	runs	through	both	phrases,	but	the	registral	shift	is	
repeated,	this	time	to	ﬁnish	the	ascent	(B5-C#6-D6	become	B4-C#5-D5).
																
British Isles Dance and Song, p. 24
Air	n516	 (Joyce,	Old	Irish	Folk	Music)
A	good	example	of	how	repertoire-speciﬁc	cadence	ﬁgures	aﬀect	one’s	assumed	models.	Here	
the	underlying	ﬁgure	in	the	cadence	is	^5-^6-^8,	or	C5-D5-F5.4	The	inverse-arch	play	of	upper	
then	lower	registers	then	upper	to	close	is	easily	heard.
Air	n744	 (Joyce,	Old	Irish	Folk	Music)
Like	Air	n516,	this	is	an	entirely	pentatonic	melody.	The	focal	tone	in	the	ﬁrst	strain	is	unclear,	
but	the	balance	tips	to	^3	(D5)	in	the	second	strain	and	thus	the	ascending	ﬁgure	is	an	internal	
line	(F4-G4-Bb4).	
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4	Jeremy	Day-O’Connell	writes	about	the	“^6-^8”	cadence	in	“The	Rise	of	^6	in	the	Nineteenth	
Century,”	in	Music	Theory	Spectrum	24n1	(2002),	pp.	51	ﬀ.
Air	n796	 (Joyce,	Old	Irish	Folk	Music)
For	all	the	notes	in	these	ﬁve	strains,	only	the	ending	is	of	interest	here,	and	prominent	as	the	
ascending	scale	is,	it	obviously	charts	an	internal	line.	As	is	so	often	(too	often?)	the	case,	there	
is	no	literal	^2:	one	is	obliged	to	imagine	it	(E5)	in	the	penultimate	bar.	
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Argyle	is	my	Name	 (Edinburgh	1	&	2)
Very	similar	to	the	preceding	(Air	n796),	with	stronger	emphasis	on	^3	(F#5)	and	with	the	
implied/imagined	^2.
Barley	Broth,	a	Jig	 (French	Collection)	
With	this	ﬁrst	number	from	the	several	online	ﬁles	oﬀered	in	new	notation,	I	can	take	the	
opportunity	to	thank	the	Highland	Music	Trust	for	providing	these	valuable	transcriptions.	
About	80	of	the	items	here	come	from	those	collections	oﬀered	for	free	download.
“Balrey	Broth”	uses	the	common	design	in	which	the	lower	octave	is	the	register	of	the	ﬁrst	
strain,	then	the	higher	register	is	touched	on	at	the	beginning	of	the	second	strain.	Sometimes	
these	upper-register	intensiﬁcations	will	aﬀect	the	overall	balance	of	the	voices.	In	this	case,	an	
abstract	modal	^8-^7-^8	is	clear	enough.	The	interesting	element	is	the	“long	cadence”	
ascending	through	the	ﬁnal	four	bars.
Modal	tunes	are	diﬃcult	to	assess	on	a	number	of	counts,	not	least	being	reliability	of	the	
transcriptions.	If	the	tunes	are	as	old	as	their	modal	turns	suggest,	then	there	is	also	the	
likelihood	of	multiple	regional	or	individual	variants,	only	one	of	which	would	have	been	
captured	in	the	particular	published	version.	
In	the	two	dozen	sources	used	for	this	essay,	only	a	small	number	of	modal	tunes	appear,	many	
of	them	in	two	volumes	of	Irish	melodies.	The	ones	I	have	gathered,	though,	come	from	various	
documents:	those	tunes	include	“Beamish's	Goat,”	“Farewell	to	Spain,”	“If	I	were	near	the	
Peaﬁeld,”	“The	Ivy	Leaf,”	“Jock's	Lodge,”	“The	Kerry	Jig,”	“Mrs	Casey,”	“Mrs	Jas	Erskine	of	
Kirkwall’s	Reel,”	“The	Oyster	Wives	Rant,”	“Rantan	Rearan—Highland	Man,”	“Raza's	Rell,”	
“Thou	Fair	Pulse	of	my	Heart,”	and	“The	Wright’s	Rant.”
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Beamish's	Goat	 (O’Neill_Dances_of_Ireland)
Here	the	upper	register	takes	over	the	second	strain,	but	there	is	a	modal	“fall	from	the	
dominant”	at	the	end:	^n7-^8,	as	G5-A4.
Beauty	in	Tears	 (Edinburgh	1	&	2)
An	internal	rising	line	variant—perhaps	^5-^6-^5-^7-^8—against	a	descending	line	from	D6	
(end	of	the	second	system),	with	the	usual	imagined	^2.
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The	Belfast	Lasses	 (O’Neill_Dances_of_Ireland)
An	interesting	case	that	might	reﬂect	performance	practices	more	generally:	the	tonal	space	of	
the	ﬁfth	is	established	at	the	outset	(G4-D5)	with	an	internal	rising	line	against	an	incomplete	
upper	line	D5-C5-(B4)	in	the	ﬁrst	ending.	but	inverted	in	the	second	ending	to	place	the	rising	
line	above,	so	D5-E5-F#5-G5.
Bevis	Mount	(Straight&Skillern)
"Bevis	Mount"	is	a	collection	unto	itself	--	four	independent	strains	that	bear	no	relation	to	each	
other	beyond	being	complete	eight-bar	themes	in	the	same	key	and	all	closing	in	the	home	
key.	The	second	strain	is	of	interest.	The	close	in	the	upper	register	is	deﬁnite,	but	here	again	a	
unidirectional	line	seems	implausible.
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Blind	Beggar	(Straight&Skillern)
"Blind	Beggar"	is	in	a	small	
ternary	form,	wherein	its	ﬁrst	
strain	closes	on	the	dominant	
and	the	reprise	is	truncated	--	
both	of	which	traits	make	it	a	
bit	more	amenable	to	the	
practical	needs	of	the	dance.	
A	full	triad	frame	(circled)	
puts	the	emphasis	on	^3/^5	in	
the	ﬁrst	strain	but	resolves	to	
^3	with	a	cover	tone	^5	in	the	
reprise,	where	the	rising	line	
is	internal	(boxed).
The	Blooming	Meadows	 (Joyce,	Ancient	Irish	Music)
The	second	strain	so	consistently	alternates	^8	and	^7,	as	G5	and	F#5,	that	it	is	not	diﬃcult	to	
hear	the	“fall	from	the	dominant”	as	a	simple	register	break	elaborating	F#5	through	the	move	
to	F#4.
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Bocage	que,	l'aurore	(Edinburgh	1	&	2)
The	Bonnie	Boy	 (O’Neill_Dances_of_Ireland)
In	both	“Barley	Broth”	and	“Beamish’s	Goat,”	I	already	invoked	the	second	of	the	four	
categories	mentioned	in	the	introduction—	play	of	registers	common	in,	and	congenial	to,	the	
violin.	Here	that	characteristic	play	is	the	central	element	of	the	pitch	design.	
The	two	registers	are	shown	at	(a)	below	the	score.	At	the	beginning	of	the	second	strain,	the	
upper	register	disappears	and	both	pitches	of	the	lower	ﬁfth	receive	emphasis	(additionally	
stemmed	C#5	and	E5).	See	this	at	(b),	where	I	allow	C#5	what	would	otherwise	be	undeserved	
priority	over	A4	because	the	two-bar	idea	closes	with	the	step	C#4-B4.	In	the	closing	cadence	
--	at	(c)	--	one	can	imagine	an	internal	line	if	a	B4	is	inserted.	
The	upper	line	could	be	simpliﬁed	if	one	created	a	bass,	but	this	is	a	ﬁddle	tune,	not	a	menuet,	
and	I	think	that	the	complexity	of	the	line	is	an	expressive	virtue.
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The	Boys	from	Scart	(O’Neill_Dances_of_Ireland)
The	upper	^3	(as	B5)	is	touched	on	in	the	second	strain,	but	the	overwhelming	priority	is	to	the	
lower	fourth,	D5-G5,	and	the	“third-line”	in	the	last	three	bars	is	a	chimera.
Brides	Bells	 (Alexander_vol6)
If	the	second	strain	were	taken	alone,	we	should	probably	hear	^5	(D5)	as	the	focal	tone—given	
the	obvious	accents	on	that	note	and	its	neighbor	E5—but	with	the	ﬁrst	strain	G5	gains	the	
upper	hand,	so	to	speak.	
In	(a)	below,	^8	is	the	focal	tone	throughout	and	a	ﬁgure	moving	up	to	the	leading	tone	^7	is	
part	of	the	ﬁnal	cadence.	Note	that	this—juxtaposed	in	(b)—is	an	almost	exact	mirror	of	the	
traditional	“leading-tone-3rd	line”	of	Schenkerian	analysis.	I	should	emphasize	that	(b)	is	an	
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abstract	example	for	comparison	here;	the	lowermost	voice	moves	G4-A4-G4	across	the	
second	strain.
											 	 	
The	Brighton	Galloppe	 (Alexander_vol6)
The	basic	idea	(bars	1-2)	traces	a	path	through	the	octave,	^8	to	^1.	The	cadence	to	both	ﬁrst	
and	second	strains	moves	from	the	lower	G,	and	so	the	overall	abstract	ﬁgure	is	the	same	as	in	
“Brides	Bells”	above:	^8-^7-^8.
				
British Isles Dance and Song, p. 33
Burn	of	Carnie	 (Preston)
In	the	second	strain,	a	“long	cadence”	(see	category	3	in	the	Introduction).	
Here	are	some	other	examples	of	the	same	ﬁgure:	“Dusty	Miller,”	“Earl	of	Eglinton’s	
Strathspey,”	“Johnny	Made	a	Wedding	O't,”	“Lady	Binning,”	“Lady	Madeline	Sinclair’s	
Birthday,”	“Miss	Susan	Boggs	Strathspey,”	“Mr	I	Rose's	Strathspey,”	“Mr	Stirling	of	Keirs	Reel,”	
and		“Perth-shire	Volunteer’s	Strathspey.”
Captain	Kelly's	Reel	 (O’Neill_Dances_of_Ireland)
The	ﬁrst	strain	plays	lower	and	upper	registers	against	one	another	as	its	basic	pattern.	The	
second	strain	is	a	delightful	hodge-podge	in	the	upper	register,	mostly	separating	out	the	
upper	and	lower	segments,	or	G5-B5	and	D5-G5,	respectively.
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Captin	O'Neill		 (O’Neill_Dances_of_Ireland)
Similar	to	“Captain	Kelly's	Reel”	in	that	the	ﬁrst	strain	is	in	the	lower	register	and	the	second	is	
higher,	but	here	B5	is	only	touched	on	once	near	the	cadence	and	not	in	a	way	to	upset	the	
balance	favoring	G5	and	the	simple	rising	line	that	reaches	it	in	the	moment	of	the	cadence.
Cave	of	Enchantment	 (Straight	&	Skillern)
A	small	ternary	design	with	a	
truncated	reprise	and	a	close	in	
the	dominant	for	the	ﬁrst	strain.	
Emphasis	on	^1,	^5,	and	^8	sets	
the	frame	for	the	ﬁrst	strain.	The	
opening	of	the	second	shifts	the	
basic	idea	to	the	dominant	level,	
but	the	result	is	draw	out	the	
third,	F#5,	which	is	given	on	the	
ﬁrst	beat	three	times	in	a	row	
before	leading	to	G5,	thus	^7-^7-
^7-^8.	In	the	reprise,	then,	
attention	is	easily	shifted	to	G5.
Thus,	I	would	read	the	second	
strain	as	given	below.
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Cawdor	Fair	 (Edinburgh	1	&	2)
Cawdor	Fair	 (Gow	2)
Two	versions	of	the	tune	with	slightly	diﬀerent	embellishments	in	the	melody.	The	rising	line	in	
the	second	strain	is	an	internal	voice.
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The	Celebrated	Royal	Galloppade	n1	 (Alexander_vol6)
At	the	pace	of	a	galop,	this	
would	provide	about	50”	
of	music,	hardly	enough	
time	for	a	couple	to	make	
it	across	the	ﬂoor	and	
back	once.	The	design	of	
the	principal	voice	is	much	
like	that	of	“The	Brighton	
Galloppe”	and	“Brides	
Bells.”
Chelsea	Stage	 (Straight	&	Skillern)
The	two	strains	of	"Chelsea	
Stage"	are	nearly	identical,	
the	only	changes	in	the	
second	being	in	bars	1-2	and	a	
single	note	in	bar	7.	Although	
progress	through	the	octave	
in	the	second	phrase	is	
obvious,	just	whether	this	can	
be	resolved	into	a	
unidirectional	line	is	not.
One	possibility	is	shown	
below:	a	"split"	line	where	an	
internal	ascent	goes	from	^1	
to	^5	(beginning	of	the	boxed	
notes),	and	a	simple	rising	line	
follows	to	^8.	I	don't	ﬁnd	this	
entirely	satisfying	because	of	
the	sharp	trajectory	running	
toward	and	reaching	^9,	but	
one	can	use	substitution	
frequently	found	in	cadences	
and	speciﬁcally	involving	the	
dominant:	^9	substitutes	for	
^2	here,	in	the	same	way	
that,	according	to	the	
traditional	Schenkerian,	^7	commonly	substitutes	for	^2	in	the	descending	line.
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An	alternative	elevates	^3	in	
bar	1,	but	this	is	decidedly	
less	plausible.	Elsewhere	I	
have	noted	that	small	pieces	
can	make	an	expressive	
"leap"	above	the	prevailing	
register	at	the	beginning	of	
the	second	strain.	To	choose	
the	isolated	note	A5	here	
would	seriously	unbalance	
the	prevailing	expressive	gestures	of	this	dance.
The	Chisholm						(Fraser,	Airs	&	Melodies)
The	key	to	interpreting	this	piece	is	to	remember	that	the	strathspey	is	played	slowly	and	with	
expression.	I	would	like	to	be	able	to	add	that	ornaments	(like	the	trills,	slides,	and	Scotch	
snaps	below)	have	articulating	value	for	signiﬁcant	notes,	but	since	all	that	is	available	are	
these	published	versions—and	one	has	to	assume	that	ornamentation	in	performance	was	
both	more	widespread	and	more	personal	to	a	performer—I	conclude	it	really	is	too	hard	to	say.
The	basic	space	is	F4-C5,	with	the	latter	repeatedly	expanded	upward	to	D5,	including	in	the	
cadences	of	both	strains.
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College	Hornpipe	(Westrop	93)
The	ﬁrst	tune	among	these	examples	that	is	likely	to	be	known	by	almost	everyone.	Oddly	
enough,	it	also	one	shot	through	with	eighteenth-century	ﬁgures	that	one	associates	with	
partimento	(Italian)	practice.
At	(a)	is	a	classic	opening	schema:	Do-Re-Mi.	Note	that	Mi	arrives	late	and	buried	in	
ornamentation,	but	in	this	case	I	think	the	force	of	the	schema	is	so	strong—and	the	two	cover	
tones	at	(b)	so	obvious—that	it	is	possible	to	hear	a	focal	tone	D5	and	therefore	a	descending	
third	line	into	the	cadence	(from	(c)).	Another	classic	ﬁgure	at	(d)—a	6/3-5/3	sequence—leads	
eventually	to	a	dominant	ninth	(at	(e)),	then	return	to	D5	and	close,	as	in	the	ﬁrst	strain.
Given	the	above,	the	ascending	line	(boxed	below)	is	not	only	an	internal	voice	but	it	is	not	
even	connected	directly	to	the	cadence	notes.
	
The	circled	tones	are	a	cliché	of	songs	and	dances	from	the	eighteenth	and	nineteenth	
centuries.	In	the	examples	below,	from	“Miss	Campbell	of	Smiddy	Green’s	Jigg,”	one	can	see	
the	“jig	version”	of	this	in	the	ﬁrst	strain	and	the	even	more	common	simple	and	highly	
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violinistic	drop	of	the	octave	in	the	second	strain.	The	“oﬀ-accent”	closes	in	this	repertoire	are	
both	charming	and	quite	characteristic;	they	would	clearly	facilitate	multiple	repetitions	and	
variations	as	the	performers	and	dancers	are	almost	impelled	to	push	forward	into	another	
accent.	Indeed,	looking	back	over	the	26	pieces	discussed	so	far,	20	of	them	end	“oﬀ-accent”	
and	only	6	on	the	main	beat	of	the	bar.
Colonel	Noel's	Fancy	(Stirling	Collection)
A	curious	case	where	the	ﬁrst	strain,	in	period	form,	gives	a	descending	line	to	the	interruption	
and	the	consequent	an	equally	plain	ascent	to	^8,	but	the	second	strain	1	(second	system	
below)	as	plainly	subsumes	the	ascending	ﬁgure	under	a	focal	tone	^3	(as	B5)	BUT	the	second	
strain	2	(bottom	system)	combines	the	second	antecedent	(bars	9-12	=	17-20)	with	a	reprise	of	
the	ﬁrst	consequent	(bars	5-8	=	21-24),	so	that	the	balance	is	thrown	in	doubt.	A	delightful	
example	of	the	imaginative	complexities	that	can	arise	out	of	simple	elements.
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Come	Upstairs	with	Me	 (O’Neill_Dances_of_Ireland)
The	lower	triadic	space	is	charged	with	activity	in	the	ﬁrst	two	bars	of	this	hop	jig	but	the	hint	in	
bar	2	(the	accented	pitch	E5)	is	realized	in	a	simple	ascent	to	^8	in	the	cadence.
Coupar	Angus	Jigg	 (Duﬀ	Collection)
Similarly	to	the	E5	in	“Come	Upstairs	with	Me,”	the	rising	motive	of	bar	2	here	has	important	
implications	for	the	large-scale	voice	leading:	the	ﬁgure	stretches	into	and	forms	the	cadence,	
one	note	per	bar	in	bars	5-8:	G4-A4-B4-C5.	The	second	strain	carries	the	whole	thing	up	an	
octave	before	the	surprise	second	ending,	which	I	can’t	parse	because	of	the	mismatch	of	bass	
and	melody	in	the	penultimate	bar.	There’s	no	doubt	about	the	descent,	though!
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The	Crystal	Hunters	 (Alexander_vol6)
One	of	the	variants	of	the	rising	line	that	I	describe	in	my	JMT	article	(1987):	here,	an	almost	
oppressively	deﬁned	focal	tone	^5	followed	by	^6-^5-^7-^8	in	the	cadential	bars.
	
David	Grady's	Hop	Jig	 (Joyce,	Ancient	Irish	Music)
Another	hop	jig	
(in	9/8	time	and	
usually	played	
somewhat	
slower	than	the	
standard	6/8	jig).
The	ascent	is	
plainly	an	
internal	line	in	
the	cadence,	
though	the	
register	of	^5	
does	receive	
some	attention	
throughout.
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David	Grady's	Reel	 (Joyce,	Ancient	Irish	Music)
"David	Grady's	Reel,"	from	P.	W.	Joyce,	Ancient	Irish	Music:	comprising	one	hundred	airs	hitherto	
unpublished,	many	of	the	old	popular	songs,	and	several	new	songs	(1873).	The	reel	is	a	lively	
dance	in	common	time.	I	can't	speak	to	the	dances,	but	the	music	for	the	reel	and	the	jig	are	
often	"cousins,"	the	one	in	duple,	the	other	in	triple	time.
As	this	again	demonstrates,	categories	(1)	&	(2)—lines	and	violinistic	register	play—overlap	
more	often	than	not.	By	far	the	most	common	registral	distinctions	map	onto	the	violin's	ﬁfths	
layout,	as	lower	ﬁfth	and	upper	fourth	of	the	octave,	or	G4-D5	and	D5-G5,	indicated	with	
directional	arrows	in	the	ﬁrst	system	below.	In	this	instance,	the	lower	register	dips	down	still	
further	to	the	open	D	string.	The	upper	register	easily	accommodates	a	stepwise	ascending	
cadence	gesture,	repeated	in	every	phrase	here	(boxed).	Two	points	of	interest:	(1)	phrases	2-4	
open	with	a	gesture	to	a	successively	higher	note	(circled	and	connected);	(2)	the	high	note	B5,	
sforzando,	articulates	the	division	between	repetitions	of	the	tune	(arrow	in	the	ﬁnal	bar).	
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The	Day	We	Paid	the	Rent	 (O’Neill_Dances_of_Ireland)
										
Donald	Dow	 (Surenne	Collection	2)
"Donald	Dow"	is	a	strathspey	that	could	only	have	originated	as	a	violin	tune.	I	have	parsed	the	
registers	in	this	initial	example	(thicker	rectangles	with	downward	or	upward	pointing	arrows).
As	in	several	earlier	examples,	the	upper	register	follows	and	enables	a	rising	cadence	gesture.	
The	strong	"violin	ﬁfth"—though	F4-C5	here,	not	open	strings—with	its	repeated	neighbor	D5	
(at	(a)	below)	creates	a	focal	tone	C5	and	so	what	I	call	a	"primitive	rising	line"	^5-^7-^8,	as	C5-
E5-F5	(beamed).
As	in	"David	Grady's	Reel,”	every	phrase	ends	with	this	cadence.	Phrases	3	&	4,	however,	alter	
the	earlier	part	of	the	phrase	to	make	a	space	of	the	triad—at	(b)	and	(c)—or	A4-C5-F5,	and	by	
this	means	F5	becomes	the	focal	note.	An	interesting	moment	at	(d)	brings	a	bit	more	
emphasis	to	the	bottom	of	the	triad,	so	that	one	can	hear—and	in	some	variation	a	player	
might	very	well	literally	generate—a	subsidiary	line	A4-G4-F4.	See	my	small	added	notes	in	
parentheses	at	(e).
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Donald	Dow's	Strathspey	 (Gow	2)
Apart	from	some	substitutions	of	A4	for	F4,	this	diﬀers	only	in	performance	indications	
including	some	rhythms.
Dr	Taylor	 (O’Neill_Dances_of_Ireland)
The	Duchess	of	Gordon	 (Surenne	Collection	1)
This	is	an	example	of	a	simple	rising	line.	The	strathspey	is	a	slow,	often	highly	ornamented	
ﬁddle	tune	making	frequent	use	of	dotted	notes,	including	the	"Scotch	snap"	(see	beat	three	in	
bar	1).	This	version,	where	the	two	phrases	are	identical,	is	almost	certainly	a	fragment.
British Isles Dance and Song, p. 45
The	Duchess	of	Gordon's	Strathspey	 (Campbell	Collection)
An	entirely	diﬀerent	piece	by	the	same	name—by	no	means	an	unusual	case	in	the	large,	
regi0nally	varied,	and	centuries-long	repertoire	of	dance,	ﬁddle	tunes,	and	song.	The	strongly	
pentatonic	tune	(^4	in	bars	2,	4,	&	10	only;	no	^7)	and	the	entirely	pentatonic	closing	cadence	
ﬁgure	in	the	second	strain	make	the	pitch	design	hard	to	evaluate.
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The	Duke	of	Roxburghe	 (Surenne	Collection	2)
Modal	rather	than	pentatonic,	this	reel	has	an	ascending	cadence	gesture	very	similar	to	the	
one	in	the	version	of	“The	Duchess	of	Gordon’s	Strathspey”	from	the	Campbell	Collection.	In	
the	ﬁrst	strain,	the	tonal	space	G4-D5	of	bars	1-3	shifts	upward	a	step	in	bar	4,	creating	an	
upper	melodic	ﬁgure	E	Aeolian:	^nat7-^8.	The	space	is	inverted	to	D5-G5	in	the	second	strain	
yet	the	cadence	is	the	same.	Can	one	imagine	an	F#5	at	the	beginning	of	the	ﬁnal	bar,	to	
permit	a	descending	line	G5-F#5-E5?	I	ﬁnd	that	hard	to	do	and	am	inclined	to	leave	the	balance	
in	favor	of	the	lower	voice.
The	Duke	of	Edinburgh's	Delight	 (Johnson)
The	ﬁrst	strain	is	as	clear	a	descent	
through	the	octave	as	can	exist	
anywhere	in	the	tonal	music	repertoire:	
every	scale	degree	on	the	beat.	
The	second	strain	is	only	slightly	more	
complex:	the	obvious	sequence	pattern	
carries	B4,	not	the	lower	G4,	to	C5,	and	
then	C5	to	D5.	From	there	the	cadence	
follows	as	what	I	called	a	^6-(^5)-^7-^8	
ﬁgure	in	my	1987	JMT	article.
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Dumfries	House,	a	Jig	 (Gow	2)
One	certainly	hears	the	resolution	into	the	lower	octave	G4	in	bars	9-16	(16	is	the	ﬁrst	ending	of	
the	second	strain)	and	as	certainly	to	the	upper	octave	in	the	second	ending,	with	a	sharply	
deﬁned	clausula	vera	ﬁgure	(A4-G4	below,	F#5-G5	above).
Duncan	Davidson	 (Edinburgh	1	&	2)
The	lower	violin	register	D4-A4	suddenly	is	left	for	the	upper	D5-F#5.	The	latter	is	maintained	
in	the	second	strain,	but	it	is	still	possible	to	hear	a	(decidedly	subordinate)	^8-^7-^8	(as	D5-
C#5-D5).
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Dusty	Miller	 (Preston)
An	example	of	the	“long	cadence”	(category	3	from	the	Introduction).
Earl	of	Eglinton’s	Strathspey	 (Gow	1)
Apparently	also	an	example	of	the	“long	cadence”	but	it	turns	out	to	be	more	complicated	than	
earlier	examples:	“Barley	Broth,”	“Burn	of	Carnie,”	and	“Dusty	Miller.”	
	
The	basic	issue	comes	up	in	the	ﬁrst	strain.	Despite	strong	deﬁnition	of	a	ﬁfth	space	E4-B4,	an	
upper	G#5	might	well	be	a	traditional	^3	focal	tone	rather	than	a	cover	tone.	The	cadence	
doesn’t	clarify	matters,	but	I	hear	the	G#5	remaining	a	cover	tone	--	note	that	it	is	the	
traditional	ornamental	tone	in	the	^3-^1-^1	ﬂourish	(refer	again	to	“College	Hornpipe”).
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In	the	second	strain,	the	“reprise”	(compare	the	boxes	in	the	score	above)	restablishes	B4,	and	I	
would	like	to	hear	a	motion	of	an	octave	consisting	of	steps	through	the	ﬁfth	plus	the	primitive	
rising	line	--	beam	in	(1)	below.	The	separation	of	the	two	elements,	however,	seems	too	strong	
and	thus	the	solution	at	(2)	would	seem	better.	This	has	the	advantage	of	suiting	the	long	notes	
in	the	series	of	Scotch	snap	ﬁgures	and	forms	a	longer-running	primitive	line.	
Of	course	the	alternative	is	to	extend	the	inﬂuence	of	the	earlier	G#5	and	catch	the	F#5	in	the	
ﬁnal	bar	for	a	descending	third-line	overall	(at	(3)).	
Because	the	balance	between	the	expressed	voices	is	nearly	the	same,	I	would	read	the	rising	
line	as	an	Urlinie	and	the	line	from	G#5,	because	it	can	be	heard	across	the	piece,	as	a	deep	
middleground	ﬁgure.
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Eight	about	the	Fireside	 (Edinburgh	1	&	2)
Interesting	because	of	the	^8-^7-^8	frame	in	the	ﬁrst	strain.	The	second	strain	runs	from	G5.
The	Exile	of	Erin	 (Edinburgh	1	&	2)
Yet	another	of	those	pieces	where	the	lower	register	of	the	ﬁrst	strain	is	“answered”	by	some	
attention	in	the	second	strain	(or	contrasting	middle	of	a	small	ternary	form).	Here	the	upper	
register	has	little	eﬀect.	F#	remains	a	middle	voice	(note	the	fermata	and	descent	in	bars	14	&	
15).	The	motion	of	the	ﬁrst	strain	is	a	mirror,	^8	down	to	^5	and	back	again.
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Farewell	to	Spain	 (Joyce,	Old	Irish	Folk	Music)	
The	simplest	modal	tune	in	this	volume.	The	closing	cadence	might	be	read	as	^8-^nat7-^8-
^nat7-^8	stretching	across	the	third	system,	with	the	ﬁrst	^nat7	in	the	third	bar,	the	second	in	
the	penultimate	bar.	Whether	that	G4	is	meant	to	be	inﬂected	as	G#,	I	don’t	know,	of	course	--	
one	suspects	that	either	would	have	been	possible	in	a	diﬀerent	place	or	a	diﬀerent	time.
Father	Frank	of	Gorey	 (Joyce,	Old	Irish	Folk	Music)
A	triad	frame,	A4-D5-F#5,	in	the	ﬁrst	strain	with	a	descent	from	F#.	The	A5	in	the	fourth	bar	is	
a	spirited	“one-too-far”	gesture.	
The	second	strain	is	on	its	own,	playing	^6	against	^5	until	the	cadence	bar.	A	variant	of	the	
rising	line,	as	^5-^6-^5-^7-^8.
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Father	Jack	Walsh	 (O’Neill_Dances_of_Ireland)
A	decidedly	repetitious	jig	that	nevertheless	manages	to	deﬁne	and	keep	its	hold	on	an	upper	
voice	from	^3	(as	F#5).	An	inner	voice	does	manage	to	trace	^8-^7-^8	(repeatedly,	of	course,	
including	in	the	cadence).
Favorite	Styrian	Melody	 (Alexander_vol6)
Not	from	the	United	Kingdom—Styria	is	one	of	the	regions	of	Austria,	southwest	of	Vienna.	It	
was	often	considered	(erroneously)	to	be	where	the	waltz	originated.	
The	ﬁrst	strains	of	both	waltz	and	trio	end	with	an	incomplete	voiceleading	ﬁgure	that	was	a	
cliché	from	early	on	in	the	waltz	repertoire:	a	“fall	from	the	dominant”	that	often,	as	here,	
leaves	^4	exposed	but	unresolved.	These	are	instances	in	which	it	really	is	easy	to	imagine/hear	
the	^3	over	the	ﬁnal	tonic.	A	rising	line	^5	to	^8	is	not	unreasonable	in	bars	5-8	of	the	trio,	in	
addition.	
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The	Flannel	Jacket	 (Joyce,	Ancient	Irish	Music)
Obviously	not	a	truly	ancient	tune,	this	one	transports	to	the	reel	the	“fall	from	the	dominant”	
ﬁgure	that	we	just	saw	in	the	“Favorite	Styrian	Melody.”
Fly	Not	Yet	(Westrop	70)
The	ﬁrst	strain	is	a	nicely	shaped	arch:	G4-G5	in	bars	1-3,	A5	in	bar	4,	B5	in	bar	5,	then	smoothly	
down	to	the	cadence	on	G5.	The	second	strain	is	largely	the	octave	G4-G5,	the	latter	reaching	
up	to	A5	and	approached	by	a	line	from	below	in	the	cadence.
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The	Fortune	Teller	 (Alexander_vol6)
Despite	the	eﬀort	expended	to	
make	^3	(E5)	the	focal	note,	the	
burden	of	each	phrase	in	the	ﬁrst	
strain	is	on	the	ﬁgure	C5-B4-C5.	I	
have	included	the	second	strain	
as	another	example	of	the	
incomplete	ending	that	leaves	^3	
strongly	anticipated	but	not	
sounded.
The	Four-hand	Reel	 (O’Neill_Dances_of_Ireland)
The	Fox	Hunter's	Jig	(O’Neill_Dances_of_Ireland)
This	takes	the	form	of	a	two-strain	dance	(bars	1-8)	plus	a	modest	variation	(bars	9-16)	in	which	
the	registers	are	reversed,	thanks	to	literal	repetition	of	the	ﬁrst	strain	an	octave	higher.	
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Frisky	 (Straight	&	Skillern)
Four	independent	strains		
are	related	to	one	another	
by	their	cadence	ﬁgures	
(strains	1	&	3,	2	&	4).	If	we	
take	the	third	strain	as	a	
kind	of	variation	of	the	ﬁrst,	
and	the	fourth	as	a	variation	
of	the	second,	then	the	
ascent	from	^5	up	to	^8	in	
the	cadence	(boxed)	is	
deﬁnitely	an	internal	line,	as	
the	balance	at	the	
beginning	(and	throughout	
strain	3)	is	on	^3.
		 	
Funny	Eyes	 (Joyce,	Old	Irish	Folk	Music)	
At	(a),	clear	division	of	registers,	with	a	line	from	the	lower	one	(D5)	at	the	end	of	the	phrase.	
The	consequent	is	the	same,	but	the	upper	register	now	takes	on	the	cadence,	with	a	
symmetrical	play	about	G5,	from	above	at	(b),	from	below	at	(c).		One	could	make	a	connection	
from	B5	to	A5	(ﬂagged)	for	a	descending	line,	but	I	think	the	symmetrical	ﬁgure	captures	the	
musical	sense	better.	The	B5	is	certainly	a	focal	note	in	the	second	strain,	ﬁrst	phrase.	The	
second	phrase,	however,	recovers	and	expands	on	the	symmetrical	ﬁgure	(see	the	arrows	
starting	at	(d)).
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A	Gaelic	Air	 (Gow	2)
Possibly	a	“gapped	line”	like	the	primitive	rising	line;	here,	F#4-A4-B4-C#5-D5.	In	the	
contrasting	middle	(bars	9-16),	the	rising	line	in	the	cadence	is	an	internal	line.	I	don’t	know	the	
origin	of	the	somewhat	elaborate	bass,	but	note	that	it	forms	the	clausula	vera	with	the	
melody:	C#5-D5	against	E2-D2.
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Ge	Ho,	Dobbin	 (Kidson)
According	to	Kidson's	
endnotes,	"Ge	Ho,	Dobbin"	was	
a	very	popular	tune,	to	which	
many	humorous	(and	probably	
some	bawdy)	lyrics	were	set.	It	
was	ﬁrst	published	in	the	
mid-18th	century.	The	design	is	
three-part:	an	A-B	binary	
design,	plus	a	single	phrase	
refrain.
	The	emphasis	on	^5	and	its	
upper	neighbor	in	the	A-section	
sets	the	stage	for	a	converging	
cadence	(not	marked:	from	F#5	
above	and	from	B4	below).	In	the	B-section,	the	hint	of	a	sequence	that	might	rise	is	squelched	
by	a	ﬁrmly	descending	line,	where	the	5/3,	4/2,	3/1	pattern	is	present	but	the	ﬁnal	^3	is	almost	
entirely	suppressed	under	the	octave	Ds.		The	refrain,	however,	takes	up	the	sequence	and	
pushes	it	up	vigorously	to	^8,	undoubtedly	a	rousing	ﬁnish	that	encouraged	laughter	among	
the	audience--and	maybe	a	stray	"hurrah"	or	two.
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German	Song	(Alexander_vol6)
The	last	of	the	1000	tunes	in	Alexander’s	Scrapbook,	this	is	obviously	a	violin	Ländler.	The	
repetitious	ﬁgures	in	both	dance	and	trio	establish	tonal	space	of	the	fourth	D5-G5.	The	close	in	
the	dance	is	back	to	G5	by	way	of	F#5.	In	the	trio	a	scalar	“fall	from	the	dominant”	(a	cliché	of	
the	early	waltz,	as	I	noted	earlier)	expands	the	ﬁgure	to	F#5	down	to	G4.
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Gille	Callum	 (Morison	Collections	(2))
These	varied	modal	strains	with	slightly	diﬀerent	basses	hint	at	what	must	have	been	some	
magniﬁcent	improvisatory	ﬂourishes	produced	by	the	most	skilful	eighteenth-century	ﬁddlers,	
such	as	Niel	Gow.	Without	another	text	to	compare,	I	have	to	assume	that	there	are	some	
errors	in	notation.	Nevertheless,	the	clarity	of	focal	tone	(E5)	and	cadence	(D5-E5)—possibly	
C#5-D5-E5	in	some	strains—isn’t	in	dispute.
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The	Girl	I	Left	Behind	Me		(Westrop	42)
Like	the	“College	Hornpipe,”	a	generally	familiar	tune.	A	surprisingly	rich	treatment	of	register	
and	local	pitch	focus	is	answered	in	both	strains	by	a	fairly	simple	motion	from	^3	above,	with	
an	internal	rising	line	from	^5	below.
Glascon	Lasses	 (Davis,	24	Country	Dances)
Glascon	Lasses	focuses	on	^5	(as	C5)—see	the	circled	notes—and	rises	in	the	cadence	but	
overshoots	its	mark	in	service	of	the	Scotch	snap	ﬁgure	(bar	8).	It	then	repeats	that	F-A-F	
interval	outline	three	times	to	open	the	second	strain	before	ending	with	paired	thirds	(boxed)	
descending	to	an	open	cadence	(that	is,	^3	is	balanced	with	^1).
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The	Gorans	 (Petrie_Collection)
Greyhound	 (Joyce,	Old	Irish	Folk	Music)	
														
The	Hamlet	Where	My	Lover	Dwells	 (Fraser,	Airs	&	Melodies)
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Handy	with	the	Stick			(O’Neill_Dances_of_Ireland)
A	modal	jig	whose	likely	harmonies	can	only	be	guessed	at.	At	(a),	upper	and	lower	registers,	
boxed,	with	the	upper	register	predominating,	including	the	cadence.	At	(b),	the	fourth	space	
shifts	up	to	D5-G5	and	a	line	runs	from	the	lower	note	(beamed).	At	(c),	a	series	of	thirds	
(circled)	continues	attention	on	B4	but	also	realizes,	at	(d),	an	internal	voice	descent	to	reach	
the	tune’s	lowest	note,	D4,	once	more.	That	the	cadence	is	in	the	upper	register	is	clear,	but	the	
focal	“note”	would	seem	to	be	the	fourth	space,	B4-E5,	itself,	or	what	I	call	a	proto-
background.
Hey	to	Couper	 (Preston)
Hey	to	Cupar,	a	Jig	 (Gow	2)
British Isles Dance and Song, p. 63
Hi	lo	ro!	hog	eile	 (Morison	Collections	(2))
Obviously	a	fragment,	this	March	places	the	rising	cadence	ﬁgure	below	while	the	upper	voice	
makes	as	good	a	case	for	an	implied/imagined	^3	(G4)	as	any	piece	I	know.
The	Highway	to	Colain	 (Riddell	Collection)
This	uses	three	diﬀerent	approaches	to	the	cadence-refrain.	For	the	ﬁrst	the	balance	of	^3	and	
^5	could	allow	a	reading	of	a	rising	line	from	either.	For	the	second	and	third,	the	focal	tone	is	
clearly	above	(^3	as	A5).
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The	Honble.	George	Carnegie’s	Strathspey	 (McLaren	Collection)
An	incomplete	close	in	the	ﬁrst	strain	and	a	nice	muddle	in	the	second,	but	a	broad	G5-F5-(G5)	
seems	to	prevail	there.	
Honable	Mr	Gray’s	Strathspey	 (Petrie_Collection)
Tonal	space	C5-A5	in	the	ﬁrst	strain;	an	internal	voice	with	a	primitive	line—or	perhaps	^6-^5-
^7-^8?—to	end	the	second	strain.
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Honble	Miss	H	Elliot	 (Pringle	First	Collection)
In	the	ﬁrst	strain,	a	simple	rising	line	(beamed).	Note	the	accompanying	lower	thirds	(circled).	
In	the	second	strain,	a	balance	between	F5	and	A5	seems	to	me	to	shift	toward	the	latter	(see	
the	circled	thirds	leading	to	F5	from	above),	though	the	conclusion	barely	succeeds	in	bringing	
out	a	descent	in	the	fourth	octave.
The	Hot	Bath		(Straight	&	Skillern)
"The	Hot	Bath"	is	in	two	
strains.	The	ﬁrst	has	an	
internal	ascent	in	the	
cadence	(not	marked).	
The	second	consists	of	a	
rising	ﬁgure	from	^5,	
repeated.	In	the	ﬁrst	phrase	
it	overshoots	its	mark,	
reaches	^10	and	then	
settles	to	^9	for	a	half	
cadence.	The	second	time	it	
reaches	^8	again	in	the	
third	bar	and	stays	there	for	
the	duration.
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How	Happy	the	Soldier	Who	Lives	on	His	Pay		(Westrop	84)
How	the	Money	Goes	 (O’Neill_Dances_of_Ireland)
In	the	ﬁrst	strain	a	waltz-like	“fall	from	the	dominant”	leaves	the	cadence	wide	open	(do	we	
imagine	D5	after	the	E5,	B4	after	the	C5?).	In	the	second	strain	repetitions	serve	up	a	massively	
prepared	cadence,	though	whether	it	should	be	heard	as	B5-A5-G5	or	G5-(D5-E5)-F#5-G5	
depends	on	how	you	hear	the	strain’s	focal	note.	I	prefer	the	latter	ﬁgure	because	the	
distinction	between	G5	and	B5	up	until	the	lead-in	to	the	cadence	is	plainly	focal	note	and	
cover	tone,	respectively.
Humors	of	Ballymanus	 (O’Neill_Dances_of_Ireland)
This	hop-jig	is	an	extreme	case	of	the	“oﬀ-accent”	ending	(see	
“College	Hornpipe”	for	more	on	this).	I	can	imagine	the	ending	
originally	as	a	triplet	level	Scotch	snap	--	at	the	right.
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Hunting	the	Hare	 (Joyce,	Old	Irish	Folk	Music)
As	in	“The	Highway	to	Colain,”	a	main	rising	or	returning	line	in	the	ﬁrst	strain	becomes	an	
internal	voice	to	end	the	second	strain.	See	also	“Hunting	the	Slipper.”
Hunting	the	Slipper	(Button	&	Whitaker	1813)
Form	as	given	is	ABCC’,	but	could	just	as	likely	have	been	meant	as	two	dances	ABACC’,	dance	
with	trio	ABACC’A,	or	even	rondo	ABACAC’A.	In	the	third	strain	as	given,	a	main	rising	or	
returning	line	that	might	become	an	inner	line,	though	balance	in	favor	of	F#5	is	only	achieved	
if	the	CC’	pair	is	assessed	in	relation	to	the	AB	pair,	not	independently.
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Huntlys	Wedding	Medley	 (Fraser,	Airs	&	Melodies)
Ironic	perhaps	that	the	distinctive	downward	ﬂourish	at	the	beginning	should	eventually	
engender	the	rising	cadence	at	the	end	of	the	second	strain.
I've	Kissed	and	I've	Prattled	(Edinburgh	1	&	2)	
A	curious	and	noteworthy	feature	of	this	comic	jig	is	the	forte	ending,	which	is	indicative	of	
common	eighteenth-	and	early	nineteenth-century	theatrical	uses	of	the	higher	register	for	
dramatic	closes.
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If	I	were	near	the	Peaﬁeld	 (Joyce,	Old	Irish	Folk	Music)
Assuming	the	transcription	is	correct,	one	has	to	decide	whether	the	key	is	D	major,	G	Lydian,	
or	B	Aeolian.	(I	assume	the	key	signature	in	the	third	system	is	an	error.)
The	Ivy	Leaf	 (O’Neill_Dances_of_Ireland)
Still	another	modal	tune,	with	A	Mixolydian	and	G	Lydian	as	the	options.	My	guess	is	that	most	
performers	would	end	with	a	long	note	A,	regardless	of	the	shapes	in	bar	4.	The	rising	or	
returning	cadence	gesture,	of	course,	is	in	the	second	strain.
Jackson's	Rolling	Jig	 (O’Neill_Dances_of_Ireland)	
The	sudden	rise	to	the	end	in	the	ﬁrst	strain	becomes	the	dominant	ﬁgure	in	the	second.
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Jenny	Nettles	(Preston)
As	“The	Ivy	Leaf”	might	also	be	harmonized,	this	uses	the	cliché	of	the	i-VII-i	progression	(for	
another	like	it	with	comment,	see	“The	Oyster	Wives	Rant”).	Securely	an	A	Dorian	tune,	this	
expands	on	its	cover	tone	A5	in	the	ﬁrst	two	strains	to	a	cadence	in	the	upper	voice	in	the	third.
Jenny	Sutton	(Campbell	Collection)	(Dales)
The	two	versions	of	the	tune	diﬀer	only	in	the	ﬁnal	bars	of	the	second	strain.	The	bass	in	the	
second	version	is	more	skilfuly	written	than	in	the	ﬁrst	but	this	is	still	at	heart	a	ﬁddle	tune.
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Jenny's	Bawbee	 (Edinburgh	1	&	2)
Jenny's	Bawbee	 (MacGlashan’s	Collection)
Jennys	Bawbee	 (Gow	2)
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Jig	n502	 (Joyce,	Old	Irish	Folk	Music)		
Another	case	where	the	same	cadence	in	the	second	strain	is	colored	by	contrasting	upper-
register	ﬁgures	in	the	new	basic	idea	(that	is,	bars	9-10	&	13-14).
Jock's	Lodge	 (Preston)
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Johnny	Made	a	Wedding	O't			(Surenne	Collection	2)
Johnny's	Made	a	Wedding	O	It				(Westrop	102)
We	see	a	number	of	familiar	features	in	this	tune,	whose	two	versions	below	diﬀer	only	in	
details	of	rhythm	and	ornamenting	ﬁgures.	First,	the	modal	“Celtic	cliché”	we	saw	in	“Jenny	
Nettles”	but	now	in	its	major-key	form,	I-nVII-I,	that	is	pervasive	(the	second	bar	of	every	
phrase).	Second,	the	simple	violinistic	distinction	of	lower	and	upper	registers	in	the	
antecedent	phrase:	the	ﬁfth	G4-D5	to	begin,	the	fourth	D5-G5	as	a	ﬂourish	at	the	end.	Third,	
the	extension	of	the	upper	register	still	further	at	the	beginning	of	the	second	strain	(to	B5),	
with	the	resulting	internal	rising	line	in	the	cadence	(bar	12).	Fourth,	the	supplanting	of	that	
temporary	uppermost	register	by	a	“long	cadence”	in	bars	15-16.	(On	that,	see	category	3	in	the	
Introduction;	also	“Barley	Broth”	and	“Burn	of	Carnie.”)	And,	ﬁnally,	the	conﬁrmation	of	both	
upper	and	registers	in	the	string-crossing	octave	at	the	very	end,	as	G5,	then	G4.
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The	Kerry	Jig	 (Joyce,	Old	Irish	Folk	Music)
The	Kerry	Jig	 (O’Neill_Dances_of_Ireland)
The	"Kerry	Jig"--in	two	versions	from	diﬀerent	sources--is	an	easy	modal	tune	to	read.	
Beginning	in	A	minor,	it	closes	in	C	major	with	a	simple	rising	line,	C:	^5-^6-^7-^8.
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Kilkenny	Races	 (Joyce,	Old	Irish	Folk	Music)	
A	reel	with	three	strains,	the	second	of	which	is	written	out	(without	a	repeat	sign)	and	includes	
a	reprise;	thus,	overall	like	a	16-bar	dance	with	an	8-bar	trio,	a	common	design	in	nineteenth-
century	collections	and	anthologies.	1-4:	A-antecedent	with	^5	as	focal	tone;	5-8:	A-
consequent	with	simple	rising	cadence;	9-12:	B-antecedent	falling	through	an	octave	from	a	
high	to	middle	register;	13-16:	B-consequent	with	a	slightly	varied	version	of	the	ascending	
cadence,	can	be	heard	to	connect	from	above;	17-20:	repeat	9-12;	21-24:	repeat	5-8	as	reprise;	
25-28:	C-antecedent;	29-32:	C-consequent	with	upper-register	cadence.
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King	Charles's	Jig	 (Joyce,	Ancient	Irish	Music)
By	now,	a	very	familiar	design,	with	a	focal	tone	^5,	a	rising	line	to	the	cadence,	move	above	to	
open	the	second	strain,	and	then	balancing	repetition	of	phrase	2	to	end.
		
Kinloch	of	Kinloch	(Westrop	34)
Two	registers;	principal	line	from	above	with	imagined	^2	in	the	cadence;	internal	line	from	
below	to	end	both	strains.
Kiss	Me	Kate	 (O’Neill_Dances_of_Ireland)
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Kitty	Kickaway	 (Button	and	Whitaker	1810)
A	jig,	with	strong	focus	on	^5	in	the	ﬁrst	strain	and	ending	with	a	quick	run	down	to	^1	in	the	
ﬁnal	bar.	In	the	second	strain,	bars	1-4	move	back	up	to	^5	and	a	PAC	on	the	dominant,	but	
then	attention	shifts	suddenly	to	the	upper	note	of	the	frame	^8	(G5)	and	an	upper-register	
close	(circled).	D5	is	a	persistent	inner	voice	now	(see	the	*’s).	Note	that,	because	of	the	
context,	the	same	music	in	bars	6	and	14	(boxed)	has	a	diﬀerent	balance	between	upper	(G5)	
and	lower	(E5)	voices.
Kitty's	Frolick	(Davis,	24	Country	Dances)	
This	has	prevailing	descending	lines	in	the	upper	voices	balanced	against	an	ascending	lower	
voice	interpretation	the	cadence:	see	(u)	[upper]	and	(l)	[lower].	In	the	second	strain,	one	could	
stretch	the	focus	of	G5	from	the	ﬁrst	strain	across	to	the	end,	for	an	^8-^7-^8	shape	overall,	but	
the	steady	and	continually	accented	descent	from	^5	(circled	notes)	turns	the	upper	register	
into	covering	motion.
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La	belle	Catherine	 (Dales)	(Edinburgh	1	&	2)
I	usually	refrain	from	the	kind	of	overly	enthusiastic	statements	that	tend	to	uncloak	analysis	as	
interpretation	and	therefore	focus	attention	on	the	ideological	grounding	of	one’s	theoretical	
claims,	but	here	I	do	ﬁnd	a	wonderful	rhythmic-metric	balance	in	the	ﬁrst	strain	between	upper	
and	lower	voice	strands.	F#5	is	as	ﬁrm	in	bar	2	as	D5	was	in	bar	1,	and	so	is	the	progress	from	
B4	to	C#5	to	D	in	bars	3-5.	In	bar	7	the	wedge	converging	on	the	ﬁnal	D5	actually	touches	the	so	
often	to-be-imagined	^2	(E5).
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The	Ladies	of	Leinster	 (O’Neill_Dances_of_Ireland)
The	upper	register,	barely	touched	on	in	the	ﬁrst	phrase,	comes	to	the	fore	in	the	cadence,	as	
we	have	seen	in	several	instances	already,	for	example	in	“Fly	Not	Yet,	“The	Four-Hand	Reel,”	
and	“Johnny	Made	a	Wedding	O't”—and	will	see	again	below	in	“Lady	Binning.”
Lady	Binning	 (Surenne	Collection	2)
Lady	Binning	 (Surenne	Collection	1)
Lady	Binning's	Strathspey	 (Gow	2)
These	three	versions	of	"Lady	Binning"	diﬀer	in	a	number	of	details.	In	the	ﬁrst	one,	at	(a)	the	
Scotch	snap	rhythm	puts	equal	emphasis	on	C#5	and	E5,	but	the	ﬁrst	phrase	(that	is,	bars	1-2;	
the	strathspey,	recall,	is	played	in	a	slow	tempo)	clearly	focuses	on	C#	(as	^3).	In	the	
consequent,	however,	the	same	gesture	at	(b)	gives	an	opportunity	to	change	focus	to	^5	and	
engenders	the	rising	cadence	ﬁgure.
The	registral	pairing	of	lower,	then	upper,	is	reversed	in	the	B-section--see	(c)	and	(d)--and	this	
time	a	simple	third-line	C#5-B4-A4	concludes	the	theme	(see	the	fourth	box	in	the	third	
system).	But	the	real	point	of	interest	for	this	post	is	the	variant	at	(e),	which	charts	either	a	
rising	octave	scale	(starting	at	A4)—a	“long	cadence”—or,	if	you	wish	to	begin	with	C#,	a	sixth.
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The	second	version,	for	reference,	comes	from	the	same	source.
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The	third	version,	below,	shows	C#4	as	focal	note	in	the	ﬁrst	section	in	an	even	more	obvious	
manner	(the	box	in	bar	1	shows	the	variant	that's	responsible)—but	observe	the	two	endings:	
the	ﬁrst	in	the	lower	octave,	where	one	might	even	imagine	an	implied	B4	(as	^2),	the	second	
being	the	same	in	the	ﬁrst	version	above.	The	B-section	is	essentially	the	same.
Lady	Carmichael's	Strathspey	 (Shepherd	Collections	(2))
Recognizing	the	common	^3-^1-^1	cadence	ornament—what	I	think	of	as	a	sort	of	slow	motion	
Scotch	snap—in	no	way	diminishes	our	recognition	of	what	makes	this	strathspey	unique.	If	
anything	the	diﬀerences	stand	out	more	clearly:	the	curious	settling	of	the	incomplete	cadence	
that	ends	A2	and	B2	(ﬁrst	and	third	boxes),	the	more	determined	version	that	ends	A’	(second	
box),	and	the	ﬁnal	version	that	“unbalances”	the	voices	and	distinguishes	between	the	primary	
rising	line	below	and	the	D5	cover	tone	above.
British Isles Dance and Song, p. 82
Lady	Charlotte	Durham	 (Edinburgh	1	&	2)
	
Lady	Frances	Pratt’s	Fancy	(Button	&	Whitaker	1813)
	 												
Lady	Mackenzie	of	Coul	 (Surenne	Collection	1)
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Lady	Madeline	Sinclair’s	Birthday	 (Surenne	Collection	2)
Another	of	those	pieces	with	the	^3-^1-^1	cadence	ornament—see	“Lady	Carmichael's	
Strathspey”	above—and,	though	less	subtle	in	its	treatment	of	the	two	pitches,	still	of	interest.	
Here	the	emergence	of	the	“long	cadence”	ﬁgure	is	a	bit	of	a	surprise,	I	think,	but	is	expressive	
rather	than	structural	(by	the	latter	term	I	mean	“part	of	the	underlying	cadence	ﬁgure”).	It’s	a	
surprise	because	the	upper	register	has	barely	been	hinted	at	(only	through	the	isolated	F5),	
unlike	“Barley	Broth”	and	others,	where	two	registers	were	quite	distinct	long	before	the	
cadence	arrived.
la	Gitana	(Westrop	113)
Another	of	those	“miscellaneous”	pieces	from	a	nineteenth-century	commercial	anthology,	
and	another	waltz.	Similar	in	its	ﬁgures	to	“German	Song.”
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The	Lass	of	Ballantrae	 (Surenne	Collection	2)
The	Lass	of	Ballantrae	 (Surenne	Collection	1)
The	Lass	of	Ballantrae	 (Gow	2)
The	Lass	of	Ballintra		 (Joyce,	Old	Irish	Folk	Music)
As	in	the	case	of	“Lady	BInning,”	the	ﬁrst	example,	with	bass,	is	the	source	of	the	modern	
notation	of	the	melody	in	the	second	example.	Another	nearly	identical	version	of	the	tune	is	
third	(from	Niel	Gow’s	collection,	which	was	published	in	1799)	and	speaks	to	the	durability	of	
the	melody	in	its	own	form.	On	the	other	hand,	the	fourth	version	is	an	entirely	diﬀerent	tune	
with	what	I	presume	is	meant	to	be	the	same	title.
The	balance	is	strongly	on	^5	in	the	ﬁrst	strain,	but	favors	^3	(perhaps	with	^1	below	it)	in	the	
second	strain.	The	cadence	is	striking	in	its	rearrangement	of	the	rising	cadence	plus	Scotch-
snap	^3-^1-^1	ﬁgure.	In	the	ﬁnal	cadence,	the	rising	line	is	simple.
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I’ve	included	this	because	of	its	simple	rising	line	in	the	second	strain’s	cadence.
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The	Lass	of	Peatie's	Mill	 (Edinburgh	1	&	2)
Lass	of	Richmond	Hill	(Westrop	61)
The	Lasses	of	Dunse	 (O’Neill_Dances_of_Ireland)
Last	of	the	Twins	 (O’Neill_Dances_of_Ireland)
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Leister	House		 (Davis,	24	Country	Dances)
In	my	sample	series	on	the	Ascending	Cadence	Gestures	blog,	I	contrasted	“Pretty	Miss's	
Fancy”	(q.v.)	with	“Leister	House”	and	“Kitty's	Frolick.”	These	latter	two	are	more	traditional,	
with	the	prevailing	descending	lines	in	the	upper	voices	and	ascending	lower	voices	that	we	
have	seen	multiple	times	already,	including,	most	recently,	in	“The	Lasses	of	Dunse.”	See	(u)	
[upper]	and	(l)	[lower}	in	the	ﬁrst	strain	below.	
Let	Hoary	Time	 (Alexander_vol6)
A	tightly	paired	third,	
D5-F#5	in	the	ﬁrst	
strain	allows	a	ﬁrm	
descending	close	(E5-
D5	in	bars	7-8)		to	
supersede	the	
incomplete	ﬁgure	
introduced	by	G5	in	bar	
7.	In	the	second	strain,	
the	tonal	space	is	just	as	
obviously	A4-F#5,	and	I	
suppose	one	can	
imagine	a	^2	in	bar	16,	
also,	but	the	cadence	is	
from	below.
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Lord	Minto's	Waltz	 (Pringle	First	Collection)
The	prevailing	^5	with	its	neighboring	^6	bring	out	and	conﬁrm	the	simple	rising	line	that	ends	
the	ﬁrst	strain.	The	second	strain	opens	with	the	typical	“one-higher”	ﬁgure	of	contrasting	
middles	and	second	strains,	but	the	ﬁnal	phrase	returns	to	the	lower	register.	In	part	because	it	
seems	to	end	a	bar	early	(V-I	in	bars	14-15),	it	is	hard	to	tell	exactly	which	tones	to	pick	out	of	
the	ﬂurry	of	^5s,	^7s,	and	^8s.
Lullaby	 (Alexander_vol6)
The	common	upper/lower	violin	registers	are	tipped	in	favor	of	the	upper	in	the	ﬁrst	strain,	
nicely	balanced	in	the	second	with	a	simple	cadence	from	below.
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Mackenzie's	Rant.	A	Strathspey	 (Gow	2)
This	is	dominated	by	the	I-nVII-I	“Celtic”	ﬁgure,	which	invades	the	cadences,	too.	A	reading	of	
the	melodic	frame	is	given	in	the	example	below.	In	the	ﬁrst	strain,	it’s	plain	enough.	In	the	
second,	it’s	diﬃcult	to	say	because	of	the	emphasis	on	^3	(C#5)	in	bars	5-9,	a	fact	that	suggests	
more	of	a	role	for	that	C#5	in	bar	11	as	well.
																					
Major	Mclean	of	60th	Regt	Reel	 (MacGlashan’s	Collection)
Through	very	similar	to	the	
preceding,	this	reel	bears	a	
heavier	weight	of	
chromatics.	Still,	the	strong	
framework	of	the	octave	
makes	the	simplest	
patterns	of	the	pitch	design	
readily	audible.
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The	Maltman,	a	Jig	 (Gow	2)
Marmont's	Retreat	(Button	&	Whitaker	1813)
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The	Marquis	of	Hastings	 (Surenne	Collection	2)
The	Marquis	of	Hastings	 (Surenne	Collection	1)				[identical;	not	reproduced	here]
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Marquis	of	Huntlys	Birthday.	A	Strathspey	 (Petrie_Collection)
The	strathspey	as	a	genre	can	be	diﬃcult	to	sort	because	of	the	richness	of	ﬁguration	and	the	
localized	emphasis	aﬀorded	by	the	slow	tempo.	The	most	striking	moments	in	this	example	
come	at	the	end	of	each	strain,	that	is,	in	bars	7-8	and	15-16.	In	both	cases,	the	strongly	deﬁned	
triadic	frame	of	the	opening,	with	^3	(A5,	A4,	respectively),	is	suddenly	abandoned	for	the	
“opposite”	register:	a	sharp	and	sudden	drop	down	in	bar	8	and	an	equally	unexpected	lift	up	in	
bar	16.
Master	Francis	Sitwell	 (Surenne	Collection	2)
Keeping	in	the	pattern	of	violinistic	distinction	of	registers,	a	lower	strand	here	is	an	important	
contrapuntal	element	made	unusually	prominent	despite	its	position	below	a	principal	line	that	
leads	down	from	^3	(as	E5).
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May	I	See	You	Happy	(Morison	Collections	(2))
An	imagined	^2	is	plausible	enough	in	the	ﬁnal	bar,	as	it	was	in	bar	2,	but	the	balance	goes	
more	heavily	to	the	frame	F4-C5	throughout,	making	the	status	of	the	rising	cadence	ﬁgure	
uncertain.
Merry	Hary	 (Davis,	24	Country	Dances)
“Merry	Hary”	manages	a	simple	^5-^8	line	to	end	the	ﬁrst	strain.	Because	the	frame	of	the	
melody	is	most	easily	heard	as	the	octave	G4-G5,	however,	the	ascent	sounds	like	a	return	to	
the	original	position	of	^8,	rather	than	an	ascent	out	of	the	prevailing	register.
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The	Merry	Making	 (Fraser,	Airs	&	Melodies)
Merry	Mary	 (O’Neill_Dances_of_Ireland)
The	rising	ﬁgure	of	the	ﬁrst	cadence	(bars	7-8)	becomes	an	internal	voice	in	the	second	(bars	
15-16),	even	though	the	notes	are	identical.
The	Miller's	Daughter	 (O’Neill_Dances_of_Ireland)
British Isles Dance and Song, p. 95
Miss	Baigrie.	A	Reel	 (Köhler’s	Violin	Repository	Book)
We’ve	seen	quite	a	few	examples	where	the	cadences	of	both	strains	are	the	same,	or	at	least	
very	closely	related.	That	is	not	the	case	here,	presumably	because	of	the	(not	at	all	common)	
cadence	to	the	dominant	that	closes	the	ﬁrst	strain.	
My	focus	is	on	the	second	strain,	where	a	simple	rising	line	to	end	the	ﬁrst	phrase	becomes	a	
more	complicated,	stretched-out	version	in	the	second	phrase,	with	the	implication	of	an	
incomplete	upper	voice.
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Miss	Betty	Hunter	 (Duﬀ	Collection)
From	the	Highland	Music	Trust	(Charles	Duﬀ’s	Collection,	1792).	A	strong	octave	frame	(a)	
separates	into	what	would	have	been	a	fourth-line	from	Bb4	(at	(b))	but	for	the	octave	drop	
from	^6	to	^7.	
In	the	past,	I	have	been	more	sanguine	about	these	“split	cadences”	as	aesthetically	pleasing	
integration	of	the	rising	and	falling	impulse—and	remain	so	in	relation	to	eighteenth-century	
concert	music	and	early	to	mid-	nineteenth-century	opera—but	in	a	music	where	registral	
distinction	is	fundamental	to	both	design	and	expression,	such	registral	merging	in	the	
cadence	is	more	diﬃcult	to	justify.	
Nevertheless,	I	think	that	the	approach	to	the	ﬁnal	cadence—at	(e),	where	the	ﬁgure	is	
repeated—is	best	understood	in	the	light	of	these	considerations:	the	line	is	repeated	“in	slow	
motion”	and	registrally	intact	at	(c)	and	the	unfolded	ﬁfth	Eb5-Bb5	(at	(d))	imparts	a	
signiﬁcance	to	^5	that	it	lacked	in	the	ﬁrst	strain.	
Thus,	at	(e)	I	am	willing	to	believe	the	“split	cadence”	is	a	plausible	variant	of	the	simple	rising	
line.
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Miss	Bigg's	Fancy	 (Campbell	Collection)
Miss	Butt's	Favorite	 (Straight	&	Skillern)
"Miss	Butt's	Favorite"	is	a	
jig	in	a	small	ternary	form	
where	the	reprise	is	exact	
and	complete.	
(There	are	more	than	the	
usual	number	of	such	
designs	in	the	Straight	&	
Skillern	collection,	
suggesting	more	
instrumental	character	
than	music	for	dance,	
where	multiple,	
independent	strains	ﬁt	
better	with	the	needs	of	
the	dance,	especially	the	
English	long	dance.)	
An	approach	to	the	tonic	from	below	(^6-^7-^8)	is	obvious,	with	all	notes	accented,	but	the	
balance	earlier	is	clearly	tipped	toward	^5,	so	that	the	principal	linear	ﬁgure	in	the	cadence	
comes	from	above	to	imply	^3	over	^1	in	the	end.
British Isles Dance and Song, p. 98
Miss	Campbell	of	Smiddy	Greens	Jigg	 (MacGlashan’s	Collection)
Miss	Carmichael's	Jig		(Shepherd	Collections	(2))	
Miss	Dean's	Favorite	(Shepherd	Collections	(2))
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Miss	Dorothea	S	Cheyne	of	Edinburgh	 (Clark	Collection)
Miss	Duﬀ	of	Loach	 (Clark	Collection)
(Some	obvious	problems	with	the	bass	added	to	this	one.	I	think	it	is	best	ignored.)
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Miss	Graham	of	Inchbrachkie	 (Morison	Collections	(2))
Miss	Graham	of	Inchbrackie		 (Edinburgh	1	&	2)
The	rhythms	and	articulations	of	the	Edinburgh	version	(second	one)	are	more	like	the	typical	
strathspey,	as	we’ve	seen	it	so	far,	than	are	the	smoother	rhythms	and	plain	text	of	the	Fraser-
Morison	version.	Though	it’s	not	marked,	one	assumes	that	the	ﬁrst	strain	(bars	1-4)	would	be	
repeated.	The	second	strain	is	written	out	twice	because	ornaments	and	endings	diﬀer.
Stemmed	notes	in	the	ﬁrst	strain	bring	out	the	strong	metrical	emphasis	on	^1	(as	G3	and	G4),	
and	thus	the	eﬀect	of	returning	to	^1	from	below	at	the	cadence.	The	eﬀect	is	enhanced	in	the	
second	strain	by	focus	on	the	upper	register	and	the	completion	of	a	line	in	bars	9-11.
British Isles Dance and Song, p. 101
Miss	Graham	of	Inveraray’s	Reel	 (Macintyre	Collection)
To	formula:	two	registers	in	the	ﬁrst	strain,	focused	on	the	lower,	just	touching	the	higher;	but	
then	reaching	a	little	higher	at	the	beginning	of	the	second	strain	before	ﬁnishing.	
Uncomplicated	ascents	in	the	cadences.
Miss	Henrietta	Duﬀ's	Favorite	 (Clark	Collection)
The	i-VII-i	harmony	of	the	beginning	is	clear	enough.	Whether	F	is	natural	or	sharp	in	the	
cadences	I	can’t	tell;	from	the	melodic	shapes,	it	could	easily	be	either.
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Miss	Hill’s	Favorite		(Button	&	Whitaker	n18)
Miss	Hood’s	Strathspey	 (Mackintosh	Collection)
As	congenial	a	ﬁddle	tune	as	one	could	want,	this	sets	up	an	open-string	frame	A4-E5	--	at	(a)	--	
and	maintains	focus	on	E5	throughout,	with	an	interesting	internal	line	--	at	(b)	--	and	a	nice	
pairing	of	the	two	in	the	cadence,	at	(c).
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Miss	Hurry's	Strathspey	 (Mackintosh	Collection)
Miss	Jane	Hunter	Blair’s	Jig	 (Shepherd	Collections	(2))
Miss	Jane	Stewart	 (Surenne	Collection	2)
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Miss	Jean	Hamilton	of	Sundrum’s	Strathspey	 (Earl	of	Eglinton’s	Collection)
Miss	Jenny	Lindsay’s	Strathspey	 (McLaren	Collection)
Miss	Laird's	Alemande	 (Duﬀ	Collection)
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Miss	Leslie	of	Rothy’s	Reel	 (Shirrefs	Collection)
Miss	Logan,	Ayr,	Strathspey	 (French	Collection)
Miss	Margaret	Gordon	of	Lessmore’s	Reel	(MacGlashan’s	Collection)
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Miss	Margaret	Grant's	Reel	 (Macintyre	Collection)
Miss	Margaret	Moire’s	Strathspey	 (Duﬀ	Collection)
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Miss	Mary	Jarvis	Reel	 (Clark	Collection)
Miss	Nisbet's	Strathspey	 (Pringle	First	Collection)
The	clichéd	^3-^1-^1	in	the	ﬁrst	two	cadences	(bars	4	&	8)	is	expanded	to	^8-^1-^1	in	the	ﬁnal	
cadence,	but	it	is	what	I	would	call	formally	expressive:	an	expressive	gesture,	yes,	but	also	a	
reminder	of	the	importance	of	the	distinctions	of	register	central	to	the	design	(of	this	and	
many	another	ﬁddle	tune,	as	we’ve	seen,	of	course).
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Miss	Sherriﬀ's	Strathspey	 (Pringle	First	Collection)
Compared	to	other	tunes	we’ve	discussed	so	far,	the	opening	third	here	has	a	most	unusual	
continuation	in	the	very	sharply	articulate	Scotch	snap;	but	then	it	abruptly	breaks	oﬀ	to	start	
the	motive	again	(all	this	in	bar	1).	The	tune	wastes	no	time	in	realizing	the	implications,	
however,	as	the	accented	A5	of	bar	1	becomes	the	focal	tone	in	bar	2	--	and	keeps	its	status	
throughout.
Miss	Susan	Boggs	Strathspey	 (Petrie_Collection)
Another	example	of	the	“long	cadence”	(my	category	3	from	the	introduction,	page	18).	Others	
include	“Barley	Broth,”	“Burn	of	Carnie,”	“Dusty	Miller,”	“Johnny	Made	a	Wedding	O't,”	“Lady	
Binning,”	and	“Lady	Madeline	Sinclair’s	Birthday.”	See	also	“MIss	Wedderburn”	below.
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Miss	Wedderburn	 (Surenne	Collection	1)
See	“Miss	Susan	Boggs	Strathspey”	above.
Money	Musk	 (O’Neill_Dances_of_Ireland)
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Morgiana	in	Spain			(Button	&	Whitaker	n18)
A	triad	frame	(boxed)	is	expressed	in	the	cadence	of	the	principal	strain,	a	bit	unexpectedly	
perhaps,	by	the	upper	elements	(^5	&	^8)	rather	than	the	metrically	stronger	^3.
Mortland's	Reel	 (Petrie_Collection)	
“Mortland’s	Reel”	--	(a)	--	is	a	musical	kissing	cousin	to	“Miss	Henrietta	Duﬀs	Favorite,”	copied	
at	(b).	Note	the	“fall	from	the	dominant”	in	one	but	the	rising	cadence	in	the	other	at	the	end.
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The	Mountains	High	(Joyce,	Ancient	Irish	Music)	
The	^5-^6-^8	cadence	ﬁgure	appears	here	again—we	saw	it	ﬁrst	in	Air	n516	and	Air	n744.	
Unlike	those	examples,	here	the	ﬁgure	is	clearly	an	internal	voice.
	
Mr	A	Mcwhinnie’s	Reel	 (Macintyre	Collection)
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Mr	Adam	Robertson’s	Favorite	 (Clark	Collection)
Mr	Charles	Sharp	of	Hoddom’s	Giga	 (Gow	1)
Mr	Duﬀ's	(of	Fetteresso’s)	Birthday					(Petrie_Collection)
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Mr	Gregors	March	(Westrop	64)
A	relatively	rare	case	where	the	imagined	^2	is	realized.	In	the	ﬁrst	strain	it	expands	the	tonal	
frame	^5-^8	(C5-F5)	by	a	tone;	in	the	second	strain	it	tips	the	balance	toward	^3	and	a		
descending	line	in	the	cadence,	with	an	internal	ascent.
Mr	I	Rose's	Strathspey	 (Macintyre	Collection)
As	long	a	“long	cadence”	as	I	have	seen.	
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Mr	Peter	Duﬀ's	Favorite	 (Clark	Collection)
Mr	Stirling	of	Keirs	Reel	 (Stirling	Collection)
The	trills	put	attention	on	^3	(C#5)	in	the	ﬁrst	strain	and	one	imagines	a	^2	in	the	cadence,	with	
^5-^7-^8	below.	The	same	in	bars	5-8,	but	the	cadence	is	shifted	up	an	octave	at	the	end	of	a	
“long	cadence”	to	ﬂip	the	balance	in	the	frame	toward	^5	(E5).
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Mrs	Andrw	Sivewright	of	Edinburgh	 (Clark	Collection)
A	mirror	of	the	design	we’ve	seen	frequently	already,	where	a	tonal	frame	in	the	lower	octave	is	
replaced	in	the	beginning	of	the	second	strain	by	the	upper	fourth	or	the	upper	octave.	Here	
the	second	strain	is	in	the	lower	register,	excepting	the	isolated	high	note	G5,	up	until	the	
cadence,	which	ends	like	the	ﬁrst	strain	in	the	upper	register.
Mrs	Casey	 (Campbell	Collection)
Another	modal	tune	with	an	ambiguous	ending.	Is	the	lower	neighbor	ﬁgure	decisive	(E4-D4-
E4)?	Or	is	the	frame	just	a	stationary	G4?
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Mrs	Douglass	of	Brigton’s	Strathspey	 (Duﬀ	Collection)
Mrs	Gordon	of	Abergeldie’s	Strathspey	 (Petrie_Collection)
The	core	of	the	tune	is	pentatonic,	with	diatonic	ornamental	additions	in	the	second	strain.	The	
two	registers	are	plain	in	the	ﬁrst	strain	(boxes),	but	a	more	extravagant	procedure	obtains	in	
the	second	strain:	each	successive	two-bar	phrase	(phrases	are	two	bars	because	of	the	slow	
tempo)	is	framed	diﬀerently,	as	the	unfoldings	show.	By	the	end	the	frame	is	triadic,	adding	
C#5	to	the	notes	of	the	upper	fourth.
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Mrs	Jas	Erskine	of	Kirkwall’s	Reel	 (Macintyre	Collection)
Some	similar	tunes:	“The	Honble.	George	Carnegie’s	Strathspey,”	“Miss	Dorothea	S	Cheyne	of	
Edinburgh,”	“Miss	Henrietta	Duﬀ's	Favorite,”	“Mortland's	Reel”;	also,	for	additional	
comparison	“Thou	Fair	Pulse	of	my	Heart.”
Mrs	Montgomrie	of	Annick’s	Strathspey	 (Earl	of	Eglinton’s	Collection)
It’s	hard	to	know	what	to	make	of	this	one	(except	that	a	line	rises	to	close	each	four-bar	unit),	
as	I	can’t	tell	whether	the	subdominant	endings	are	meant	to	be	that—endings—or	whether	it	
was	assumed	that	a	closing	tonic	would	be	added	to	the	ﬁnal	iteration	in	performance.
British Isles Dance and Song, p. 118
Mrs	Ramsay	of	Barnton’s	Strathspey	 (Macintyre	Collection)
I	suspect	the	rising	ﬁgure	is	an	internal	voice	in	the	cadence	for	all	four-bar	units	except	the	
second,	where	A5	is	more	plainly	heard	as	the	focal	note.
Mum	for	that	(Johnson)
From	John	Johnson,	"Twenty	
Four	Country	Dances"	(1766);	
the	PDF	ﬁle	is	on	IMSLP.	The	
graphic	below	the	score	shows	
the	strong	--	and	I	think	
somewhat	unusual	--	frame	of	
the	sixth,	Bb4-G5,	along	with	
one	of	the	most	clearly	
presented	clausala	vera	
endings	I	know.	In	Schenkerian	
terms,	one	would	be	obliged	to	
pick	the	line	down	from	Bb	--	
that	strikes	me	as	unmusical	
nonsense.	In	proto-
background	based	linear	
terms,	the	sixth	with	a	
"stationary"	G5	ﬁts	the	tune	beautifully--see	the	analytic	annotations	below.
British Isles Dance and Song, p. 119
	 	 	
My	Lord	Tomnoddy	(Westrop	75)	
The	rising	ﬁgure	is	in	B	of	a	small	ternary	form	only,	but	it	is	plain	enough	and	in	an	interesting	
context.	A	triadic	frame	begins	(boxed),	within	which	the	upper	two	notes	dominate	by	metric	
position	--	but	the	ﬁrst	phrase	traces	a	persistent	and	complete	line	through	the	sixth	from	top	
triad	note	to	the	bottom,	or	G5	down	to	B4:	see	the	unfolding.	The	restart	in	phrase	two	comes	
to	an	entirely	diﬀerent	result,	conﬁrming	the	priority	of	the	upper	fourth.	Whether	the	beamed	
rising	line	is	primary	or	internal	depends	on	how	you	hear	the	prior	G5’s.
My	Love	is	All	the	World	to	Me	 (Joyce,	Old	Irish	Folk	Music)
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My	Love	is	Like	the	Red,	Red	Rose	 (Edinburgh	1	&	2)
Firm	play	of	the	octave	D4-D5	in	the	ﬁrst	strain	with	a	rising	“mirror	cadence”	at	the	end.	In	the	
second	strain,	similar	play	of	the	octave	but	by	no	means	so	ﬁrm:	F#5	to	F#4	and	A5	to	A4,	
both	ﬁgures	oﬀ	the	beat.	I	am	inclined	to	hear	the	ﬁnal	rising	line	as	still	within	the	sphere	of	
the	fourth	A4-D5,	as	in	the	ﬁrst	strain.
My	Love	She's	but	a	Lassie	Yet	 (Alexander_vol6)
Much	like	the	preceding	in	its	bald	commitment	to	the	octave	interval	in	the	ﬁrst	strain	and	the	
mirror	cadence.	In	the	second	strain,	the	movement	above	is	much	simpler,	though,	through	
accentuation	of	A5,	line	down	from	it,	and	repetition	of	the	ﬁgure.	
The	ﬁfth	line	to	close	in	the	second	strain,	with	subordinated	rising	line	below.
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The	Nabob		 (Straight	&	Skillern)
"The	Nabob"	is	about	as	simple	a	
rising	line	out	of	the	space	^1-^5	as	I	
have	seen	anywhere.	Not	only	that	
the	ascent	to	the	cadence	is	used	in	
both	strains.
Ned	Goggin's	Reel	 (Joyce,	Ancient	Irish	Music)	
This	combines	several	familiar	features:	expressive	registral	distinction	between	lower	5th	and	
upper	4th	in	the	ﬁrst	strain,	a	fall	from	the	dominant	in	all	cadences,	shift	to	emphasis	on	the	
upper	register	in	the	second	strain,	and	a	one-too-far	ornament	(B5)	near	the	end.
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New	Christmas	 (Preston)
New	Christmas	 (Gow	2)
New	Christmas	 (Surenne	Collection	1)
New	Christmas	 (Surenne	Collection	2)	[deleted:	melody	is	identical	to	Surenne	1]
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New	Ranz	des	Vaches		 (Alexander_vol6)
Not	a	Scottish	tune!	Nor	a	
tune	for	an	Alpine	horn.	A	
reminder	that	Alexander’s	
Scrapbook	(containing	1000	
items.	.	.)	was	a	mid-
nineteenth-century	
commercial	compendium	
of	music	from	a	variety	of	
sources	arranged	for	
amateur	use.	It’s	a	bit	late	
in	time	to	notate	a	waltz	in	
3/8	meter,	but	see	“la	
Gitana”	and	“Lord	Minto’s	
Waltz.”	
The	variations	on	the	
cadence	ﬁgure	in	each	of	
the	strains	are	of	interest.
The	New	Rigg'd	Ship					(Edinburgh	1	&	2)
The	New	Rigged	Ship	 (Mackintosh	Collection)
A	“slowish”	jig,	the	“New	Rigg'd	Ship”	holds	fast	to	its	tonic	focal	note.	In	both	strains,	the	
rising	cadence	gesture	moves	to	meet	the	neighbor	^2.
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Niel	Gow	 (Surenne	Collection	2)
Niel	Gow's	Strathspey	 (Gow	2)
Niel	Gow's	Strathspey	 (Macintyre	Collection)
Niel	Gow	(1727-1807)	is	a	central	ﬁgure	in	the	history	of	Scottish	ﬁddling.	This	strathspey	shows	
the	richness	of	ﬁguration	and	rhythm	we	associate	with	this	genre,	and	the	three	versions	here	
have	diﬀerences	in	detail	of	a	sort	we	have	seen	in	earlier	examples,	including	“Johnny	Made	a	
Wedding	O't”	and	“Lady	Binning.”	Again,	as	we	have	seen	earlier	in	the	strathspeys,	the	very	
richness	and	ﬂexibility	of	the	melody	can	make	it	diﬃcult	to	read	a	simple	underlying	pitch	
design,	but	I	have	added	a	reading	I	am	comfortable	with	at	the	end	of	this	entry.
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Reading	of	the	pitch	design:
At	(a):	triad	space	B4-D5-G5.
At	(b):	from	the	middle	voice	in	the	triad	space,	simple	rising	lines,	one	for	the	ﬁrst	phrase,	the	
longer	one	covering	the	strain.	The	distance	covered	is	the	upper	fourth	of	the	triad	
space.
At	(c):	a	neighbor	ﬁgure,	from	the	middle	voice;	a	neighbor	voice	from	the	lower	voice	(as	B4-
A4-B4).
At	(d):	assertion	and	reinforcement	of	the	upper	fourth,	D5-G5.
At	(e):	the	lower	voice	begins	a	descent.
At	(f):	the	sixth	A4-F#5	resolves	into	the	octave	G4-G5	to	end	the	strain.
At	(g):	the	familiar	contrast	of	register	to	begin	the	second	strain	(here	the	movement	is	from	
higher	to	lower).
At	(h):	two	third-lines,	one	short,	one	longer,	from	B4.
At	(i):	between	(g)	and	(i)	deﬁnition	of	the	octave	G4-G5,	with	a	striking	leading-tone	grace.	
Overall	the	ﬁgure	is	a	neighbor	note,	G5-F#5-G5.
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The	North	Hunt	Medley	 (Fraser,	Airs	&	Melodies)
The	usual	complexities	of	a	strathspey,	but	nevertheless	I	think	it	is	clear	that	the	rising	ﬁgure	
in	the	cadence	is	an	internal	voice.
Now	you're	gane	awa'	 (Fraser,	Airs	&	Melodies)
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O	Gentle	Strain			(Alexander_vol6)
Odd	all	around.	A	“gentle	strain”	
that	is	marked	lively,	and	a	“Swiss	
melody”	that	sounds	like	an	
eighteenth-century	French	
contredanse.	I	have	reproduced	
only	the	ﬁrst	strain	with	its	simple	
ascending	cadence.
O'Dwyer's	Reel	 (O’Neill_Dances_of_Ireland)
Old	Woodhouselee	Castle	 (Köhler’s	Violin	Repository	Book)	
Old	Woodhouselee	Reel	 (Köhler’s	Violin	Reposi	tory	Book)
An	unusual	pairing:	two	versions	of	the	same	tune,	cast	in	a	slow-fast	pair	(strathspey-reel).5	
Here	again,	a	strong	emphasis	on	the	two	registers--upper,	then	lower--in	the	B-section	ends	
with	a	charting	through	the	entire	octave.	Note	also	the	"one-too-far"	stretch	to	B5,	corrected	
with	the	Scotch	snap,	at	the	very	end.
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5	In	the	Supplement	(see	the	table	of	contents	here),	I	note	that	I	have	since	found	many	examples	of	
slow-fast	pairs	in	the	volumes	of	Oswald’s	Caledonian	Pocket	Companion,	most	of	them	in	the	form	of	a	
duple-meter	piece	with	several	variations,	the	last	of	which	is	a	jig.
												
On	a	Green	Bank	 Crosby,	Irish	Music	Repository
This	joins	“Kerry	Jig”	and	“Mrs	Casey”	among	pieces	with	ambiguous	endings.	Like	“Kerry	Jig,”	
“On	a	Green	Bank”	begins	in	A	minor	and	ends	in	C	major.	Or	does	it?	Like	“Mrs	Casey,”	“On	a	
Green	Bank”	ends	with	a	weak-beat	note.	Where	“Kerry	Jig”	begins	in	a	mode	(A	Aeolian)	and	
ends	convincingly	in	C	major,	“On	a	Green	Bank”	is	plainly	in	A	minor	throughout,	with	frequent	
G#s,	and	yet	it	ends--or	seems	to	end--in	C	major	with	a	rising	ﬁgure,	C:	^6-^7-^8,	and	this	
happens	in	both	strains.	“Mrs	Casey”	is	ﬁrmly	in	E	Aeolian	throughout	but	ends	with	^3	on	the	
main	beat	and	^5	on	the	weak	beat.	“On	a	Green	Bank,”	on	the	other	hand,	takes	three	notes	
to	veer--or	seem	to	veer--from	A	minor	to	C	major.	If	we	favor	the	end	(as	Schenkerians	do),	
despite	its	abruptness,	then	a	well-deﬁned	tonal	space	of	the	third	can	be	understood,	as	A4-
C5,	with	the	usual	temporary	move	to	a	higher	register	at	the	beginning	of	the	second	strain.
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The	Orange	Rogue	 (O’Neill_Dances_of_Ireland)
A	simple	opposition	of	ascending	and	descending	motion--inescapable	in	any	music,	really--is	
a	central	expressive	ﬁgure	in	this	jig.	The	restoration	of	balance	after	an	initial	disturbance	
applies	to	each	phrase	of	the	ﬁrst	strain	as	well	as	the	reprise,	and	at	another	formal	level	lower	
and	upper	are	balanced	in	the	way	we	have	seen	many	times	already:	where	the	opening	of	the	
second	strain	(here,	section	B	of	a	small	ternary	form)	moves	above	the	prevailing	register	of	
the	ﬁrst	strain.
“The	Orange	Rogue”	is	an	Aeolian	melody	that	does	a	thorough	job	of	mixing	E	Aeolian	and	G	
major.	In	this	it	is	similar	to	“Barley	Broth,”	“Beamish’s	Goat,”	and	“The	Duke	of	Roxburghe,”	--	
but	unlike	the	“Ivy	Jig,”	which	explicitly	introduces	a	leading	tone	^7	in	the	cadence.
At	(a),	a	neighbor	ﬁgure	D5-E5-D5	seems	to	stabilize	G:	^5	as	a	focal	tone,	but	the	longer	ﬁgure	
over	the	basic	idea	(to	the	middle	of	bar	2)	is	an	unfolded	sixth,	as	shown;	yet	at	the	same	time	
one	can	hear	at	the	registral	extremes	an	octave	E5-E4	--	at	(b2)	--	and	an	octave	G5-G4	--	at	
(b1)	--	which	turns	itself	around	to	go	back	up	in	the	contrasting	idea	(also	bracketed).	In	the	B-
section,	G5	is	stable	throughout	--	see	the	repeated,	circled	ﬁgure	at	(c)	--	but	a	lower	register	is	
established	too	(unfolding	at	(d1))	and	a	“gapped”	rising	line	that	covers	the	distance	of	that	
sixth	closes	the	section:	beamed	notes	after	(d2).
British Isles Dance and Song, p. 130
The	Oyster	Wives	Rant	 (Preston)
"The	Oyster	Wives	Rant"	is	a	reel,	a	Dorian	melody	(on	A)	based	on	the	i-VII-i	harmony	one	so	
frequently	associates	with	Celtic	music.	The	boxes	block	out	the	ﬁfths	frame:	A4-E5,	G4-D5,	E5-
A4.	I	haven't	marked	the	possible	lines	involved,	but	A4-G4-(A4)-B4-A4	is	possible	in	the	lower	
voices,	and	a	modal	primitive	line	E5-(D5)-E5-G5-(A5)	in	the	upper.
The	Parks	of	Eglinton,	a	Reel	 (French	Collection)
A	triad	space	at	the	outset,	Eb4-G4-Bb4,	embeds	a	third-line	Bb4-Ab4-G4;	Eb	and	G	are	brieﬂy	
thrown	up	the	octave	before	the	line	is	repeated	and	we	hear	a	completed	ﬁfth-line,	if	^2	is	
imagined.	The	second	strain	as	usual	changes	register	to	begin	with,	but	that	is	corrected	in	the	
second	idea	(bars	7-8)	and	this	time	we	really	do	hear	the	^2	in	the	cadence.	The	repetition	of	
the	second	strain	as	bars	9-12	carries	a	surprise,	however,	as	the	ﬁgure	turns	back	from	scale	
degrees	^6	and	^5	to	close	in	the	ﬁfth	octave,	thus—like	“The	Orange	Rogue”—restoring	
registral	balance,	but	this	time	through	the	formal	equilibrium	of	paired	cadences.	I	particularly	
like	examples	of	this	sort;	in	the	same	manner	as	the	clausula	vera,	the	paired	cadences	help	to	
clarify	the	role	of	the	ascending	cadence	gesture—and	the	rising	Urlinie—as	the	alter	ego	of	the	
descending	line.
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Peggy	Bawn	 (Gow	2)
Perth-shire	Volunteer’s	Strathspey	(Petrie_Collection)
The	Perthshire	Volunteers	 (Petrie_Collection)
A	focal	note	C#5	is	plainly	there	in	the	ﬁrst	strain,	as	is	the	usual	change	of	register	to	begin	the	
second	strain.	The	interesting	element	is	the	amount	of	variation	in	the	written-out	repetition	
of	the	second	strain.	The	ﬁrst	bar	is	quite	diﬀerent,	of	course	(cf.	bars	5	&	9),	but	in	the	second	
segment	a	simple	registral	opposition	is	replaced	with	a	“long	cadence”	that	starts	from	the	B4	
near	the	end	of	bar	10.
British Isles Dance and Song, p. 132
Planxty	Reynolds	 (Joyce,	Old	Irish	Folk	Music)
Pot	Stick	 (Kidson)
Another	tune	of	early	to	
mid-18th	century	origin,	
according	to	Kidson,	
and	better	known	as	
"Over	the	Water	to	
Charlie,"	but	with	quite	a	
few	other	names,	
including	"Shambuie,"	
"The	Marquis	of	
Granby,"	"Ligrum	Cush,"	
"The	Quaker's	Wife,"	
and	"Wishaw's	Delight."
The	last	of	these	is	a	
strathspey,	not	a	jig	as	here,	and	the	violinistic	key	and	character	of	the	tune	certainly	supports	
that	use.	The	"pentatonic"	cadence	gesture	^5-^6-^8	might	suggest	that	the	tune	is	older	than	
the	eighteenth	century,	but	it	was	also	common	during	that	century’s	“golden	age”	of	Scottish	
ﬁddle	playing.
The	second	cadence	(bars	7-8)	mitigates	the	^6-^8	gesture	with	a	^7	that,	however,	precedes	
the	^6,	The	ﬁrst	and	third	cadences	are	pure	^5-^6-^8,	an	older	cousin	of	the	^5-^7-^8		
primitive	cadence	one	ﬁnds	in	the	later	eighteenth	and	early	nineteenth	century,	including	in	
Schubert.
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Pretty	Green	Banks	of	Cavan	 (Joyce,	Old	Irish	Folk	Music)
Pretty	Miss's	Fancy	 (Davis,	24	Country	Dances)
Pretty	Miss's	Fancy	has	two	sections	in	a	dance-trio	arrangement,	where	the	trio	is	in	the	
minor.	The	second	strain	of	the	dance	has	a	rising	cadence	at	(b),	but	the	lower	register	of	the	
beginning	gives	priority	to	the	lower	voice	at	(a).	The	close	of	the	trio	reverses	the	relationship,	
as	the	upper	voice,	rising,	has	priority	at	(c)	and	the	lower	voice	is	secondary	at	(d).
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Prince	or	Princess	Dolgorucki	 (Skillern&Challoner_10)
The	incomplete	cadence	of	the	second	strain	is	of	some	interest,	but	the	heavily	accentuated	
simple	rising	line	of	the	fourth	strain	is	more	directly	relevant.	This	piece,	by	the	way,	was	most	
likely	meant	to	be	performed	in	a	common	ﬁve-part	contredanse	design:	A	(ﬁrst	two	strains)-B	
(third	strain)-A-C	(the	harp	solo)-A.
Punch	Alive	 (Kidson)
A	curiously	
heterogeneous	tune	
with	a	strong	^3-^2-^1	
frame	in	the	ﬁrst	
phrase,	the	Romanesca	
bass	in	the	second	(^8-
^5-^6-^3),	and	a	simple	
rising	scale	in	the	third.	
It	was	published	in	thw	
last	edition	of	
Playford's	Dancing	
Master	(1728),	but	did	not	appear	in	earlier	editions.	The	scale	and	ﬁnal	cadence	do	suggest	an	
18th	century	origin,	as	an	improvising	second	player	would	very	likely	get	into	trouble	playing	
against	the	sudden	leap	to	D5	but	voice	leading	through	^7	to	^8.
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Quick	Step	n1		 Morison	Collection
An	internal	voice	rising	in	the	ﬁrst	strain’s	cadence,	an	incomplete	cadence	in	the	second	strain.
Quick	Step	n2		 Morison	Collection
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Ralph's	Ramble	to	London	 (Straight	&	Skillern)
"Ralph's	Ramble	to	London"	is	
another	piece	in	a	small	ternary	form,	
with	a	complete	reprise.	A	full	triad	
frame	at	the	beginning	--	see	at	(a).	
The	accent	patterns	and	the	lower	
line	that	follows	in	the	cadence	
(circled)	suggest	that	the	extremities	
of	the	frame,	A4	&	A5,	have	priority	--	
in	the	ﬁrst	strain	at	least.	In	the	
"contrasting	middle,"	attention	turns	
to	F#5	--	see	stemmed	notes	starting	
at	(b)	--		but	that	dissolves	into	the	
initial	frame	again	with	the	reprise.	
At	the	end,	I	have	staked	out	a	
possible	path	--	see	(c1)	--	that	
implies	a	short	line	down	from	A5	to	
F#5,	but	ﬁnally	I	think	it	really	is	the	
frame	itself	that	retains	priority	to	
the	end	--	at	(c2),	subordinating	
everything	else,	including	the	
internal	rising	line	in	the	cadence.
Rantan	Rearan--	Highland-man	 (Preston)
The	major-key	version	of	the	“Celtic”	harmony	that	we	ﬁrst	saw	in	“Johnny	Made	a	Wedding	
O't”	and	then	also	in	“Mackenzie's	Rant.”	Here,	a	“long	cadence”	goes	backwards	in	the	second	
strain	(down	into	an	internal	voice,	though	the	primary	voice	is	still	the	upper	one).
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The	Ranting	Highland-man	 (Gow	2)
The	same	tune	as	the	preceding.
Raza's	Rell	 (Campbell	Collection)
Still	another	modal	tune	with	play	on	the	minor/relative-major	ambiguity.	If	we	give	credence	
to	the	bass	(though	I	am	doubtful	about	it),	then	the	tune	is	primarily	in	the	major	until	the	
cadence,	like	“On	a	Green	Bank”	(assuming	that	reading	is	good).	In	the	text	for	the	latter	
entry,	I	also	mentioned	“Kerry	Jig.”
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The	Rendezvouz	 (Fraser,	Airs	&	Melodies)
The	Reticule	 (Surenne	Collection	2)
Robin	Adair	 (Edinburgh	1	&	2)
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Rory	O'More	(Westrop	86)	
A	well-known	comic/romantic	ballad,	here	presented	as	a	ﬁddle	jig.	Given	the	strong	focus	on	
^5	(and	the	interval	frame	^1-^5)	throughout	each	verse-half,	a	Schenkerian-style	ascending	
Urlinie	^5-^6-^7-^8	is	easily	heard.	The	run	upward	to	an	accented	high	note	in	the	cadence,	
then	octave	drop,	produces	an	eﬀect	not	unlike	that	of	the	familiar	and	quicker	"Scotch	snap"	
ﬁgure.	“Rantan	Rearan”	has	this	same	“slow	motion”	Scotch	snap,	as	do	“The	Rendezvouz”	and	
“The	Perthshire	Volunteers”	using	a	third	rather	than	the	octave.
The	Ruins	of	Killmallock	 (O’Neill_Dances_of_Ireland)
The	second	strain	is	concerned	throughout	with	scaling	the	octave,	down	and	up,	rather	than	
keeping	the	upper	and	lower	registers	separate	until	the	run	to	the	cadence.	The	result	is	a	
clear	unfolding	of	the	6-8	clausula	vera	ﬁgure	(see	the	unfoldings	in	the	ﬁnal	two	bars).
The	Runaway	Bride	 (O’Neill_Dances_of_Ireland)
"The	Runaway	Bride."	A	jig.	This	may	be	a	good	moment	to	note	that,	as	with	the	many	old	
English	and	French	country	dances,	titles	usually	have	little	if	any	obvious	relation	to	their	
music	(unless	texted,	of	course,	as	was	the	case	with	“Rory	O’Moore”).	At	(a)	a	simple	line	
creates	focus	on	B4	(^3)	but	the	register	jumps	upward	at	(b)	in	the	violinistic	pattern	I	describe	
in	the	ﬁrst	post.	In	the	consequent	phrase	(a)	is	repeated	but	(b)	is	transformed	at	(c)	into	a	
simple	rising	cadence.	The	same	registral	pattern	is	repeated	at	(d)	and	(e).
British Isles Dance and Song, p. 140
The	Sailor's	Hornpipe	1	 (O’Neill_Dances_of_Ireland)
The	Sailor's	Hornpipe	n2	 (O’Neill_Dances_of_Ireland)
Savourna	Deligh	or	Erin	go	Bragh	 (Edinburgh	1	&	2)
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Scornach	na	wallige	 (Joyce,	Old	Irish	Folk	Music)
Shanavest	and	Caravat	 (Joyce,	Old	Irish	Folk	Music)
Shepherds	Jigg	 (Straight	&	Skillern)
"The	Shepherds	Jigg"	in	its	second	
strain	makes	three	attempts	
(circled)	at	a	simple	stepwise	
ascent	from	^5	to	^8,	then	"gets	it	
right"	at	last.
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The	Shippard's	Wife	an	auld	Highland	Air	 (Petrie_Collection)
Sir	Alexander	Don	 (Surenne	Collection	1)
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Sir	Gilbert	Go	Softly	 (Button	and	Whitaker	n9)
"Sir	Gilbert	Go	Softly"	refers	to	a	comic	ballad,	but	whether	this	Hornpipe	tune	is	the	one	
commonly	associated	with	it,	I	don't	know.	In	any	case,	what	could	be	a	triadic	frame—boxed	in	
bar	1—gives	over	to	the	upper	fourth	in	bars	3-4	and	that	dominates	in	the	second	strain.	In	the	
graph	below	the	score	I	have	pulled	out	the	voice-leading	that	works	in	both	cadences.
	 	
Sir	Roger	de	Coverley	(Westrop	1)
A	version	of	the	famous	tune,	which	is	historically	signiﬁcant	as	much	for	the	name	alone.
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Sleepy	Maggie	 (O’Neill_Dances_of_Ireland)
In	the	brief	third	strain	(bars	17-20),	an	unusual	and	I	think	splendid	resolution	of	the	frame	
F#5-B5	with	a	mirror	line	into	and	out	(in	bars	19-20).
The	Sod	of	Turf	 (O’Neill_Dances_of_Ireland)
The	Soldier's	Return	 (Edinburgh	1	&	2)
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The	Sporting	Bachelor	 (O’Neill_Dances_of_Ireland)
St	Patrick's	Day	 (Edinburgh	1	&	2)
I	do	wonder	if	two	bars	are	missing	in	the	second	strain.	Undoubtedly	they	would	go	something	
like	this:	D-E-F#	G				G	|	F#-E-F#-	G				.
Sundrum	House,	a	Reel	 (French	Collection)
A	case	where	the	higher	register	that	stereotypically	opens	the	second	strain	doesn’t	give	in	
but	controls	everything	including	the	cadence.
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The	Teetotaler's	Fancy	 (O’Neill_Dances_of_Ireland)
There	was	an	Old	Astrologer	 (Joyce,	Ancient	Irish	Music)
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Thou	Fair	Pulse	of	my	Heart		 (Joyce,	Old	Irish	Folk	Music)
"Thou	fair	pulse	of	my	heart"	is	a	slow	ballad,	not	a	dance	tune.	Although	it	is	a	song,	it	makes	
interesting	use	of	lower	and	upper	registers	in	a	manner	similar	to	the	ﬁddle	tunes.	At	the	
beginning	G4-D5	is	unfolded,	then	D5	is	extended	with	a	neighbor	note	Eb5.	In	the	
continuation	phrase	a	scale	(boxed)	moves	directly	up	to	F4	and	the	close	is	on	^8.	In	section	B,	
the	registral	order	is	reversed—as	we've	seen	several	times	already	in	the	ﬁddle	tunes—with	
the	upper	one	ﬁrst	(see	directional	arrows	beginning	in	bar	9).	The	slow-moving	cadence	in	the	
lowest	register	(boxed	at	the	end)	is	a	surprise.
Three	Jolly	Topers	 (Joyce,	Old	Irish	Folk	Music)	
“Chorus”	tells	us	that	this	is	a	texted	tune,	but	my	internet	search	was	complicated	by	the	long	
list	of	restaurants	and	pubs	called	the	“Jolly	Toper”	or	“Jolly	Topers.”	As	is	certainly	common,	
the	“chorus”	is	a	one-phrase	refrain	that	repeats	the	simple	rising	cadence	of	the	second	strain.
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Time's	a	Tell	Tale	 (Button	and	Whitaker	n9)
In	volume	9,	"Time's	a	Tell	Tale"	begins	with	a	solid	^1-^5	interval	frame,	where	^1	has	priority	
(circled	in	the	ﬁrst	strain).	The	frame	is	reversed	in	the	second	strain	(see	"-->	^5-^8"	at	the	
beginning)	and	a	simple	ascending	line	moves	up	within	it	in	the	last	phrase	(boxed).
Tippitywitchet	(Westrop	48)
Tyrolese	Dance	984	 (Alexander_vol6)
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Tyrolese	Melody	968	(Alexander_vol6)
Typical	Ländler	features:	emphasis	on	^6,	incomplete	cadences,	falls	from	the	dominant,	etc.
																									
Valantines	Day	in	the	Morning		 (Straight	&	Skillern)
This	slip	(or	hop)	jig	is	set	in	a	
small	binary	form	with	"balanced	
cadences"	(that	is,	the	same	
ﬁgure	for	both),	but	it	uses	
entirely	diﬀerent	shapes	to	lead	
to	those	cadences.	In	the	ﬁrst	
strain,	a	profusion	of	tonic	triad	
notes	makes	deﬁnition	diﬃcult,	
but	the	accented	F#4s	(^3)	
suggest	a	line	upward	at	the	end,	
F#4-G4-A4-B4-C#5-D5,	with	a	
balancing	secondary	line	from	
above,	G5-F#5-E5-D5-C#5.	In	the	
second	strain	the	directions	are	
reversed,	as	the	new	attention	on	
A5	suggests	a	line	A5-G5-F#5-E5-
(D5-C#5)-D5,	with	an	internal	A4-B4-C#5-D5.
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Wait	for	the	Wagon	(Westrop	22)
Warkworth	Castle	 (Straight	&	Skillern)
"Warkworth	Castle"is	a	jig	
with	the	dotted	rhythms	
that	had	become	a	bit	old-
fashioned	by	the	1760s,	
when	the	French-style	
gigue	with	ﬂowing	eighths	
predominated	in	the	
contredanse.		
In	the	blog	post	for	this	
tune,	I	also	wrote	that	
“The	impression	is	
heightened	by	the	period	
forms	in	both	strains	(the	
period	had	become	almost	
a	universal	requirement	in	
the	contredanse	by	this	
time).”	Given	the	
repertoires	I	had	studied	by	the	time	I	wrote	that,	it	was	a	reasonable	statement,	but	of	course	
the	great	majority	of	tunes	in	this	documentation	essay	are	also	periods,	so	that	it	would	seem	
better	to	describe	this	as	a	characteristic	of	eighteenth-century	European	dance	and	song	in	
general,	rather	than	just	a	historical	narrative	of	the	seventeenth	to	eighteenth	century	English	
country	dance/French	contredanse.	
A	quick	tally:	of	the	most	recent	eleven	tunes	with	eight-bar	ﬁrst	strains,	eight	are	periods,	
three	are	sentences.	Period:	“Sleepy	Maggie”,	“The	Sod	of	Turf”,	“The	Sporting	Bachelor”,	“St	
Patrick's	Day”,	“The	Teetotaler's	Fancy”,	“Time's	a	Tell	Tale”,”	Valantines	Day	in	the	Morning,”	
“Wait	for	the	Wagon.”	Sentence:	“Thou	Fair	Pulse	of	my	Heart”,	“Three	Jolly	Topers”,	
“Tippitywitchet.”
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The	Waterloo	March	(Alexander_vol6)
														
We'll	Take	Again	a	Cruiskeen	 (Joyce,	Ancient	Irish	Music)
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Welcome	Home	From	Newfoundland	 (Joyce,	Old	Irish	Folk	Music)
Clear	division	of	registers	at	the	beginning	--	boxes	--	with	^5	subsequently	developed	as	the	
focal	note.	Whether	the	simple	ascending	line	moves	from	the	^5	or	recaptures	the	^8	I	can’t	
say;	that	it	ﬁlls	the	upper	fourth	space	from	the	beginning	is	unequivocal.	Equally	certain	is	the	
focal	tone	^3	and	the	simple	descending	line	in	the	second	strain.
						
Westminster	Bridge	 (Davis,	24	Country	Dances)
Like	the	second	strain	of	“Merry	Hary”	and	a	number	of	other	tunes,	“Westminster	Bridge”	uses	
the	18th-century	cliché	of	a	rising	ﬁgure	above	unstable	harmony	just	before	the	fall	to	a	
strong	cadence.	Here,	however,	the	harmonies	are	stronger.	Note	also	the	relatively	simple	
ascent	in	the	ﬁrst	strain.
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What	Ails	You?	 (O’Neill_Dances_of_Ireland)
Covering	unfoldings	decorate	^8	and	are	implicated	in	descending	lines	in	both	antecedent	and	
consequent	of	the	ﬁrst	strain.	A	triad	space	(two	unfoldings)	and	possible	focal	tone	^3	in	the	
second	strain,	antecedent,	is	“simpliﬁed”	to	its	lower	fourth,	A4-D5,	in	the	consequent.
When	Pensive	I	Thought	of	My	Love	 (Edinburgh	1	&	2)
																						
Where	did		You	Find	Her?	 (O’Neill_Dances_of_Ireland)
At	(a),	the	pickup	is	hardly	enough	to	establish	^3—reaching	the	register	again	after	the	
(boxed)	lower	octave	to	end	both	antecedent	and	consequent	does	the	trick.	Finally,	though,	
the	upper	line	is	balanced	with	an	internal	ascending	line	in	the	closing	cadence.	In	the	second	
strain,	the	implications	of	the	deﬁned	tonal	space—boxed—are	followed	through,	with	the	
wedge-shaped	fall	from	above	and	ascent	from	below.
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Winchburg	Castle—Strathspey	 (Köhler’s	Violin	Repository	Book)	
The	Wright's	Rant	 (Preston)
Another	of	those	modal	tunes	hard	to	make	sense	of	without	more	knowledge	of	the	
repertoire	and	historical	practices.	It	is	deﬁnitely	the	case,	at	least,	that	a	line	(of	some	sort)	
rises	in	the	two	cadences.
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Yankey	Doodle	(Westrop	57)
Intense	focus	on	^8	(circled)	with	a	covering	F#5;	simple	ascending	cadence	from	below	--	
boxed	in	bars	7-8.	In	the	second	strain,	that	lower	register	is	worked	out	again,	with	^6	
neighbors	to	^5	and	a	primitive	rising	line	at	the	end.
Ye	Ken	What,	a	Reel	 (French	Collection)
The	triad	frame	at	the	beginning	(boxed)	might	easily	be	the	full	octave	rather	than	a	sixth,	D5-
F#4,	but	I	wanted	to	bring	out	the	F#4-E4	(extra	stems)	in	bar	2.	In	the	consequent,	however,	a	
full	rising	line	of	the	octave	does	seem	to	support	a	diﬀerent	reading.
In	the	second	strain,	ﬁrst	half,	the	frame	is	deﬁnitely	the	ﬁfth	(boxed)	with	^5,	as	A5,	a	focal	
note.
In	the	second	strain,	second	half,	the	sixth	(or	octave)	is	reasserted,	and	the	ending	is	a	bit	
more	involved,	though	probably	it’s	like	the	ﬁrst-strain	cadence	in	“Yankey	Doodle,”	with	^8	
above	(see	ﬂagged	note)	and	an	internal	voice	ascending	from	below	(circled).
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The	Yellow	Wattle		 (O’Neill_Dances_of_Ireland)
The	sound	of	a	modal	tune,	despite	the	D	major	signature	and	tonic.	The	frame	is	unusual:	
superimposed	fourths	at	the	beginning—I’ve	marked	them	“d”	and	“a”	(after	their	ﬁrst	notes)	
and	notated	as	unfoldings.	In	bar	4,	the	lower	fourth	shifts	down	a	step	to	“g.”	The	cadence—
identical	in	its	last	nine	notes	in	all	four	strains—is	hard	to	decipher:	the	rising	line	to	D5	is	easy	
enough	to	see,	but	then	all	three	fourths,	“d”,	“a”,	and	“g,”	pile	over	each	over.	I	assume	this	is	
one	of	those	old	tunes	that	keeps	going	until	you	decide	to	stop	and	just	sound	a	long	tonic	
triad.
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the	Early	19th	Century	(published	on	Texas	Scholar	Works,	July	2016),	consisting	of	posts	since	that	
date	to	my	blog	“Ascending	Cadence	Gestures”	(on	Google	blogpost).	This	is	also	an	index	to	
musical	compositions	discussed	in	essays	published	or	re-published	on	this	platform	since	2010,	
through	03	March	2017.
Neumeyer,	David.	2017.	A	Gallery	of	Simple	Examples	of	Extended	Rising	Melodic	Shapes.
	 Prevailing	stereotypes	of	formal	cadences	and	arch-shaped	melodies	were	especially	strong	in	the	
eighteenth	century,	but	they	did	not	prevent	European	musicians	from	occasionally	introducing	
rising	melodic	ﬁgures	into	cadences	and	sometimes	connecting	those	ﬁgures	abstractly	in	lines	with	
focal	notes	earlier	in	a	composition.	This	essay	presents	a	few	of	the	most	direct,	cleanly	formed	
rising	lines	in	music	from	the	eighteenth	and	nineteenth	centuries.
Neumeyer,	David.	2017.	Ascending	Cadence	Gestures	in	Waltzes	by	Joseph	Lanner.
	 Rising	melodic	ﬁgures	have	a	long	history	in	cadences	in	European	music	of	all	genres.	This	essay	
documents	and	analyzes	examples	from	an	especially	inﬂuential	repertoire	of	social	dance	music,	
the	Viennese	waltz	in	the	ﬁrst	half	of	the	19th	century.	The	two	most	important	ﬁgures	were	both	
violinists,	orchestra	leaders,	and	composers:	Josef	Lanner	(d.	1843)	and	Johann	Strauss,	sr.	(d.	1849).	
Lanner	is	the	focus	of	this	essay,	with	waltz	sets	ranging	from	prior	to	1827	through	1842.
Neumeyer,	David.	2017.	Ascending	Cadence	Gestures	in	Waltzes	by	Johann	Strauss,	sr.
	 Rising	melodic	ﬁgures	have	a	long	history	in	cadences	in	European	music	of	all	genres.	This	essay	
documents	examples	from	an	especially	inﬂuential	repertoire	of	social	dance	music,	the	Viennese	
waltz	in	the	ﬁrst	half	of	the	19th	century.	The	two	most	important	ﬁgures	were	both	violinists,	
orchestra	leaders,	and	composers:	Josef	Lanner	(d.	1843)	and	Johann	Strauss,	sr.	(d.	1849).	Strauss	is	
the	focus	here,	through	twenty	ﬁve	waltz	sets	published	between	1827	and	1848.
Neumeyer,	David.	2016.	On	Ascending	Cadence	Gestures	in	Adolphe	Adam's	Le	Châlet	(1834).
	 Adolphe	Adam’s	one-act	opéra	comique	Le	Châlet	(1834)	is	a	milestone	in	the	history	of	rising	
cadence	gestures	and,	as	such	(combined	with	its	popularity),	may	have	been	a	primary	inﬂuence	
on	other	composers	as	rising	cadence	gestures	proliferated	in	opera	bouﬀe	and	both	French	and	
Viennese	operetta	later	in	the	century,	and	eventually	in	the	American	musical	during	the	twentieth	
century.
Neumeyer,	David.	2016.		Scale	Degree	^6	in	the	19th	Century:	Ländler	and	Waltzes	from	
Schubert	to	Herbert
	 Jeremy	Day-O’Connell	identiﬁes	three	treatments	of	scale	degree	6	in	the	major	key	through	the	
nineteenth	century:	(1)	classical	^6;	(2)	pastoral	^6;	and	(3)	non-classical	^6.	This	essay	makes	
further	distinctions	within	these	categories	and	documents	them	in	the	Ländler	repertoire	(roughly	
1800-1850;	especially	Schubert)	and	in	the	waltz	repertoire	after	1850	(primarily	the	Strauss	family).	
The	ﬁnal	case	study	uses	this	information	to	explain	some	unusual	dissonances	in	an	operetta	
overture	by	Victor	Herbert.	Other	composers	include	Michael	Pamer,	Josef	Lanner,	Theodor	
Lachner,	Czerny,	Brahms,	Fauré,	and	Debussy.
Neumeyer,	David.	2016.	Ascending	Cadence	Gestures:	A	Historical	Survey	from	the	16th	to	the	
Early	19th	Century.
	 Cadences	are	formulaic	gestures	of	closure	and	temporal	articulation	in	music.	Although	in	the	
minority,	rising	melodic	ﬁgures	have	a	long	history	in	cadences	in	European	music	of	all	genres.	This	
essay	documents	and	analyzes	characteristic	instances	of	rising	cadential	lines	from	the	late	16th	
century	through	the	1830s.
British Isles Dance and Song, p. 159
Neumeyer,	David.	2016.	Rising	Gestures,	Text	Expression,	and	the	Background	as	Theme.
	 Walter	Everett's	categories	for	tonal	design	features	in	nineteenth-century	songs	ﬁt	the	framework	
of	the	Classic/Romantic	dichotomy:	eighteenth-century	practice	is	the	benchmark	for	progressive	
but	conﬂicted	alternatives.	These	categories	are	analogous	to	themes	in	literary	interpretation;	so	
understood,	they	suggest	a	broader	range	of	options	for	the	content	of	the	background	than	the	
three	Schenkerian	Urlinien	regarded	as	essentialized	universals.	The	analysis	of	a	Brahms	song,	
"Über	die	See,"	Op.	69/7,	provides	a	case	study	in	one	type,	the	rising	line,	and	also	the	entry	point	
for	a	critique	of	Everett's	reliance	on	a	self-contradictory	attitude	toward	the	Schenkerian	historical	
narrative.
Neumeyer,	David.	2015.	Proto-backgrounds	in	Traditional	Tonal	Music.	
	 This	article	uses	an	analogy	between	"theme"	in	literary	studies	and	"background"	in	linear	analysis	
(or	other	hierarchical	analytic	models)	for	music	to	ﬁnd	more	options	for	interpretation	than	are	
available	in	traditional	Schenkerian	analysis.	The	central	construct	is	the	proto-background,	or	
tonic-triad	interval	that	is	understood	to	precede	the	typical	linear	background	of	a	Schenkerian	or	
similar	hierarchical	analysis.	Figures	typically	or	potentially	found	in	a	background,	including	the	
Schenkerian	urlinie,	are	understood	to	arise	through	(informal)	transformations,	or	functions,	
applied	to	proto-backgrounds.
Neumeyer,	David.	2015.	Nineteenth-century	polkas	with	rising	melodic	and	cadence	gestures:	
a	new	PDF	essay.
	 This	essay	provides	background	on	dance	in	the	nineteenth	century	and	then	focuses	on	
characteristic	ﬁgures	in	the	polka,	especially	those	linked	to	rising	cadence	gestures.	The	polka	
became	a	popular	social	dance	very	quickly	in	the	early	1840s.	Its	music	was	the	ﬁrst	to	introduce	
rising	melodic	frames	and	cadence	gestures	as	common	features.	This	essay	provides	a	series	of	
examples	with	commentary.	Most	pieces	come	from	the	1840s	and	early	1850s.	Variants	of	the	
polka—polka-mazurka,	polka	française,	and	polka	schnell—are	also	discussed	and	illustrated.
Neumeyer,	David.	2015.		Rising	Lines	in	the	Tonal	Frameworks	of	Traditional	Tonal	Music
	 This	article	supplements,	and	provides	a	large	amount	of	additional	data	for,	an	article	I	published	
nearly	thirty	years	ago:	"The	Ascending	Urlinie,"	Journal	of	Music	Theory	31/2	(1987):	275-303.	By	
Schenker's	assertion,	an	abstract,	top-level	melody	always	descends	by	step	to	^1.	I	demonstrated	
that	at	least	one	rising	ﬁgure,	^5-^6-^7-^8,	was	not	only	possible	but	could	be	readily	found	in	the	
repertory	of	traditional	European	tonal	music.
Neumeyer,	David.	2015.		Carl	Schachter's	Critique	of	the	Rising	Urlinie
	 A	detailed	critique	of	two	articles	by	Carl	Schachter	(1994;	1996),	this	study	is	concerned	with	some	
speciﬁc	issues	in	traditional	Schenkerian	theory,	those	connected	with	the	rising	Urlinie—these	can	
be	roughly	summarized		as	the	status	of	^6	and	the	status	of	^7.	Sixteen	of	twenty	three	chapters	in	
this	ﬁle	discuss	Schachter’s	two	articles	directly,	and	the	other	seven	chapters	(2,	4,	5,	17-20)	speak	
to	underlying	theoretical	problems.
Neumeyer,	David.	2015.	Analyses	of	Schubert,	Waltz,	D.779n13
	 This	article	gathers	a	large	number	of	analyses	of	a	single	waltz	by	Franz	Schubert:	the	anomalous	
A-major	waltz,	no.	13	in	the	Valses	sentimentales,	D	779.	The	goal	is	to	make	more	vivid	through	
examples	a	critical	position	that	came	to	the	fore	in	music	theory	during	the	course	of	the	1980s:	a	
contrast	between	a	widely	accepted	“diversity”	standard	and	the	closed,	ideologically	bound	habits	
of	descriptive	and	interpretative	practice	associated	with	classical	pc-set	analysis	and	Schenkerian	
analysis.
Neumeyer,	David.	2014.	Table	of	Compositions	with	Rising	Lines
	 A	table	that	gathers	more	than	900	examples	of	musical	compositions	with	cadences	that	use	
ascending	melodic	gestures.
Neumeyer,	David.	2014.		Complex	upper-voice	cadential	ﬁgures	in	traditional	tonal	music
	 Harmony	and	voice-leading	are	integrated	in	the	hierarchical	networks	of	Schenkerian	analyses:	the	
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top	(most	abstract)	level	of	the	hierarchy	is	a	fundamental	structure	that	combines	a	single	upper	
voice	and	a	bass	voice		in	counterpoint.	A	pattern	that	occurs	with	increasing	frequency	beginning	in	
the	later	eighteenth	century	tends	to	confer	equal	status	on	two	upper	voices,	one	from	^5,	the	
other	from	^3.	Analysis	using	such	three-part	voice	leading	in	the	background	often	provides	richer,	
more	complete,	and	more	musically	convincing	analyses.
Neumeyer,	David.	2012.	Tonal	Frames	in	18th	and	19th	Century	Music
	 Tonal	frames	are	understood	here	as	schemata	comprising	the	"a"	level	elements	of	a	time-span	or	
prolongation	reduction	in	the	system	of	Lerdahl	and	Jackendoﬀ,	Generalized	Theory	of	Tonal	Music	
(1983),	as	amended	and	extended	by	Lerdahl	(Tonal	Pitch	Space	(2001)).	I	use	basic	forms	from	
these	sources	as	a	starting	point	but	call	them	tonal	frames	in	order	to	make	a	clear	distinction,	
because	I	have	a	stricter	view	of	the	role	of	register.
Neumeyer,	David.	2010/2016.		John	Playford	Dancing	Master:	Rising	Lines
	 Musical	examples	with	rising	cadence	gestures	from	John	Playford’s	Dancing	Master	(1651).	This	set	
was	extracted	from	the	article	“Rising	Lines	in	Tonal	Frameworks	of	Traditional	Tonal	Music.”	A	
revised	version	of	this	was	published	in	2016:	link.
Neumeyer,	David.	2009.	"Thematic	Reading,	Proto-backgrounds,	and	Transformations."	Music	
Theory	Spectrum	31/2:	284-324.
Neumeyer,	David.	1987a.	"The	Ascending	Urlinie,”	Journal	of	Music	Theory	31/2:	275-303.
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